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WELCOME to the May – June 2021 Issue of 
The Visual Artists’ News Sheet. 

As this issue goes to print, we fi nd our-
selves on the cusp of summer, yet still 
awaiting clarifi cation from government 
on the easing of public health restrictions, 
which would bring about the much-antic-
ipated reopening of studios, galleries and 
art centres across the Republic of Ireland. 
We lament the loss of gatherings and pub-
lic events that defi ne the Irish visual arts 
community, which has been so dramatical-
ly impacted by successive lockdowns, as 
recently asserted by patron of Visual Artists 
Ireland, President Michael D. Higgins, who 
celebrated his 80th birthday on 18 April.  

Refl ecting on the absence of public 
moments to punctuate his painting practice 
over the last year, Cornelius Browne consid-
ers the historical rejection of exhibitions by 
outsider artists in his Plein Air column for 
this issue. Conversely, tasked with develop-
ing a large-scale exhibition during a global 
pandemic, Niamh O’Malley outlines ongoing 
preparations for Ireland at Venice 2022. In 
other columns, Matt  Packer reports from the 
recent Curatorial Ethics workshop at Void 
Gallery, Derry, while Miguel Amado tracks 
toxic philanthropy in the global art world. In 
addition, Shane Finan outlines open-source 
software and alternative platforms, and Cia-
rán Murphy refl ects on the mysteries of the 
‘self’ in relation to the creative process. 

Over the last year, we have been publish-
ing a popular series of articles in which VAI 
members off er insights into the challenges 

of maintaining an art practice during a glob-
al pandemic. This issue features Member 
Profi les from artists Audrey Walshe, Elaine 
Hoey, Giulia Berto, Austin Hearne, Kate Mur-
phy and Ellen Duff y, who each discuss the 
artworks they have been developing during 
lockdown. 

In Project Profi les, Clare Scott  outlines 
ongoing archival research on the Aileen 
MacKeogh Project; Barbara Knežević dis-
cusses her recent artwork, The Record 
Keepers, commissioned for Cabra Library; 
while Kate Antosik Parsons refl ects on 
Amanda Coogan’s new work, ‘They come 
then, the birds’, due to be exhibited at Rua 
Red, as the fi rst in the series of Magdalene 
commissions.

This issue includes an expanded Region-
al Focus on Belfast, with insights from Peter 
Richards, Chair of the Belfast Visual Arts 
Forum; Ben Crothers, Curator and Collec-
tions Manager at the Naughton Gallery; 
Jane Butler, Co-director of Household; the 
codirectors of Catalyst Arts; and Clodagh 
Lavelle, Project Coordinator of Reimagine, 
Remake, Replay. In addition, artists Jus-
tine McDonnell, Gerard Carson and sever-
al members of Queen Street Studios off er 
detailed insights into visual arts activities 
and infrastructure within Belfast city. 

Reviewed in the Critique section are: Rory 
Tangney, ‘Tales of the Future Past’; Kurb 
Junki, ‘Meditative Monitor’; Vera Ryklova, 
‘Aesthetic Distance’ at Cultúrlann, Belfast; 
‘Passing-time’, passing-time.org; and ‘The 
Museum of Ancient History’ at UCD. 

Regional Focus: Belfast

Critique – Online Exhibitions

VAI Member Profi le 

Project Profi le 

12. Visual Arts in Crisis – Who Cares? Peter Richards, Chair of Belfast  
 Visual Arts Forum.   
 The Naughton Gallery. Ben Crothers, Curator and Collections   
 Manager.
13. Household. Jane Butler, Co-director.

Why Belfast? Justine McDonnell, Visual Artist.
14. Continuum: Belfast & Beyond. Gerard Carson, Visual Artist.
 Reimagining Youth Engagement. Clodagh Lavelle, Project   
 Coordinator, Reimagine, Remake, Replay.
15. Shifting Sands. Artist members, Queen Street Studios.
16. Catalyst Arts. Jen Alexander, Tara McGinn, Rachel Botha, Cecelia  
 Graham, Manuela Moser and Kate Murphy, Co-directors.

19. Cover Image: Jake and Dinos Chapman, One day you will no longer  
 be loved, 2020.
20.  ‘Passing-Time’, passing-time.org
21.  ‘The Museum of Ancient History’, University College Dublin 
22.  Rory Tangney, ‘Tales of the Future Past’.
23.  Kurb Junki, ‘Meditative Monitor’. 
24.  Vera Ryklova, ‘Aesthetic Distance’, Cultúrlann, Belfast.

17.  Whispers in the Aisles. Austin Hearne discusses his new fi lm, due to  
 be screened at The Darkroom. 
18. The Emergent Symbiocene. Audrey Walshe outlines her new project  
 at Castletown House.
26. Flesh and Tongue. Joanne Laws interviews Elaine Hoey about the  
 themes of her current work.
28. Art in the New Normal. Thomas Pool interviews Giulia Berto about  
 her photographic practice. 
30. Parallel [in]Between. Kate Murphy and Ellen Duff y discuss their   
 ongoing collaboration.

32.  They Come Then, The Birds. Kate Antosik Parsons discusses Amanda  
 Coogan’s new commission. 
34. After Image. Clare Scott  outlines ongoing work on the Aileen   
 MacKeogh Project. 
36. Care (full) objects. Barbara Knežević outlines her artwork, The   
 Record Keepers.



GLUCKSMAN PROJECTS 
Off-site and online commissioned artist projects  
taking place in June 2021 
  
Bassam Al-Sabah: Longing, beyond 
Public installation of new sculpture and video 
in partnership with Cork Midsummer festival 
www.glucksman.org/projects/bassamalsabah  
  
Fatti Burke: Open Road 
Public artwork created with young people 
funded by a YPCE award from the Arts Council 
www.glucksman.org/projects/openroad 
  
Rajinder Singh: Spasm 
Digital commission for UCC Art Collection 
first in a new series of online works 
www.glucksman.org

The Glucksman 
University College Cork 
Cork T12 V1WH

+353 21 4901844 
info@glucksman.org 
www.glucksman.org 

  info@imma.ie
+353 1 612 9900
  imma.ie 

Enjoy IMMA Safely.
Admission Free. All Welcome.
Book your tickets online for 
events and exhibitions at imma.ie

IMMA
OUTDOORS
Pavilions / Exhibitions / Artist 
Commissions / Workshops / Yoga /
Performances / Music / Poetry /
Studio Street / Cafes / Pop-up Shop

May—Sept 2021



Laura Fitzgerald: I have made a place
18 June – 19 September 2021

Laura Fitzgerald, Smallholder, 2021. © The Artist.Smallholder, 2021. © The Artist.Smallholder

See our website and social media channels for the latest updates: crawfordartgallery.ie

Part of Crawford Art Gallery’s artist-directed programme,
the exhibition features new works that examine ideas of
art and art practice. Listen, look, and perhaps have a bit
of a laugh.



SAVE THE DATE!  
WORK PLACES AND THEIR FUTURE STORIES

Fire Station Artists’ Studios
9—12 Lower Buckingham Street, Dublin 1, Ireland
+353 (1) 855 6735 / artadmin@firestation.ie / www.firestation.ie

FIRE
STATION
ARTISTS’
STUDIOS

2021

We are delighted that curator and art historian 
Anamarija Batista will be leading our 2021 
Summer School, Work Places and their Future 
Stories. The school will focus on how we can 
think about workplaces in the near future, and 
consider how we can relate them to the ideas of 
exchange and production. The school will discuss 
those questions in the context of serial working 
conditions, collaboration, knowledge production 
and art education. Batista has also invited art-
historian and theorist Iris Laner and artist and 
academic Sven Anderson to contribute.

Anamarija Batista is a researcher, lecturer and 
freelance curator. Batista graduated in Economy 
and Art History at the University in Vienna. She 
has taught at the Vienna University of Economics 
and Business, Academy of Fine Arts Vienna, the 
University of Applied Arts Vienna and Vienna 
University of Technology. She has curated a series 
of exhibitions including Productive Work – what 
is it supposed to be?, frei_raum, MuseumsQuartier; 
Bosch & Hofbauer, The Paintings Gallery of 
the Academy of Fine Arts, Vienna (2018); The 
Munchhausen-Effect. On Time in Times of Having 
No Time, Galerie 5020 (2017); and Crisis as 
Ideology?, Kunstraum Niederösterreich (2016).  
Her publication Rethinking Density: Art, Culture 
and Urban Practices was released by Sternberg 
Press as part of the publication series of the 
Academy of Fine Arts in Vienna in 2017. 

Since May 2018 she has been working on the 
project Collective Utopias of Post-War Modernism: 
The Adriatic Coast as a Leisure and Defence 
Paradise with Antonia Dika, supported by the FWF 
(Austrian Science Fund). 

WORK PLACES AND THEIR FUTURE STORIES
ONLINE SUMMER SCHOOL WITH ANAMARIJA BATISTA
1st July, 8th July and 15th July
Deadline is 11th June

Maximum Participants: 12
Cost: €50

Application Procedure
The school is open to artists, curators, writers, 
activists, musicians, architects and academics. 
Please note this three-session course has a limit on 
places. We will need — An expression of interest 
specifying why you are interested in the topic of 
Work Places and their Future Stories; a short bio 
100 words maximum; supporting documentation of 
two projects maximum.

The school will take place online in three 
sessions — 1st July, 8th July and 15th July.

Email materials with subject header —  
Summer School: Workplaces and Their Future 
Stories in a single PDF to: artadmin@firestation.ie
We are accepting material until 5pm 11th June 2021.
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Dublin

Irish Film Institute @ Home
Treasa O’Brien’s new film, Town of Strangers, is 
available for home viewing exclusively on IFI@
Home. As stated on the IFI website: “A stranger 
arrives to a rural village and calls for auditions 
asking people to tell her ‘dreams, lies, memories 
and gossip’. Together, they go on a cinematic 
journey to explore their waking and dreaming 
lives. Featuring a cast of migrant workers, hip-
pies, Travellers, blow-ins and newly arrived ref-
ugees, we are ushered into the private worlds of 
people living between two cultures, sharing their 
desires of longing and belonging.”

ifihome.ie

Solomon Fine Art 
Solomon Fine Art hosted its annual Spring 
Group Exhibition this year as an online experi-
ence. On display from 4 February to 17 April, this 
extensive and varied exhibition offered a vibrant 
mix of painting, sculpture and print to view in 
the comfort of one’s own home. The exhibition 
featured work from John Behan RHA, Margo 
Banks, Comhghall Casey, Clifford Collie, Tom 
Climent, Eamon Colman, Orla de Brí, Ana 
Duncan, Margaret Egan, Bridget Flinn, Steph-
anie Hess, Carol Hodder, Bernadette Madden, 
Frances Ryan and John Short.

solomonfineart.ie

Olivier Cornet Gallery
Eoin Mac Lochlainn presents his solo exhibi-
tion, ‘Is glas iad na Cnoic’, at the Olivier Cor-
net Gallery from 18 April to 19 May, via the 
gallery’s 3D Virtual Space. In the words of the 
artist: “This series of multi-faceted paintings cel-
ebrates the everyday wonders of the living planet 
although feelings of anxiety, grief and loneliness 
are never far from the surface. The title of the 
series comes from the Irish proverb: the faraway 
hills are green, a reminder that what we have is 
already enough.” The exhibition will available by 
appointment at the gallery when lockdown level 
5 measures are lifted.

oliviercornetgallery.com

Projects Arts Centre
On Wednesday 31 March, Project Arts Cen-
tre launched the ‘QUEER-IN-PROGRESS. 
TIMELINE: ONLINE ARCHIVE’, an ongo-
ing project exploring expanded Irish LGBTQ 
histories. During the online event, hosted with 
GCN Magazine, they highlighted some of the 
features of the timeline and introduced their 
open call, inviting audiences to write their own 
histories into the timeline. Guests included 
writer, actor and activist Noelle Brown; film 
editor and director Cara Holmes; GCN’s Lisa 
Connell and others. The event was broadcast live 
on GCN’s Facebook, YouTube channel and is 
available to watch on Project’s Website.

projectartscentre.ie

Kevin Kavanagh
Kathy Tynan’s online exhibition, ‘Fresh Ruins’, 
was hosted by the Kevin Kavanagh gallery from 
6 April to 19 April. Kathy’s paintings seek to 
document her day-to-day life, her thoughts, 
and provide windows into the little moments of 
everyday life. According to the press release: “In 
‘Fresh Ruins’ we can see how Kathy has incor-
porated moments, coveted through paint to 
consider changes in the local urban environment 
alongside representations of various stages and 
experiences of life; friendship, companionship, 
maternal love, romantic love and solitude.” 

kevinkavanagh.ie

ArtisAnn Gallery 
ArtisAnn Gallery, Belfast, displayed the new 
exhibition, ‘Creative Undoing’, by Carol Gra-
ham RUA, online from 31 March to 1 May. 
Carol Graham is a well-established and critical-
ly acclaimed artist whose work is held in many 
important collections. This includes the perma-
nent collections of the Arts Council of North-
ern Ireland and the Ulster Museum. Her work 
is held in private collections, public institutions, 
businesses and galleries across the UK, Ireland, 
USA, South Africa and Australia. Carol served 
as President of the RUA from 2003-2006.

artisann.org

Platform Arts
Belfast-based artist John Macormac’s ‘Rule 
Driven’ was displayed online at Platform Arts. 
According to the press release, the exhibition is 
the “latest manifestation of an ongoing explo-
ration of sonic and visual pattern, informed by 
mathematics, geometry and the natural world. 
Each component enacts a set of carefully formu-
lated, self-determined rules, influenced greatly 
by instructions for works written by Sol LeWitt. 
Densely worked drawings of repeated forms 
echo those present in nature gathering inspira-
tion from wide ranging sources.” The exhibition 
ran from 10 April to 1 May.

platformartsbelfast.com

Belfast Exposed 
Belfast Exposed presented ‘Street View: Mat-
thew Finn’ which featured four projects – Moth-
er, Uncle, Wife and Son – by artist Matthew 
Finn. Finn uses the people and events direct-
ly surrounding his life as visual references for 
projects that sometimes take years to realise. On 
display from 8 March to 17 April, ‘Street View’ 
provided a multimedia exhibition experience to 
increase the accessibility and visibility of pho-
tography on the streets of Belfast. ‘Street View’ 
was a large digital window display in Belfast’s 
Cathedral Quarter.

belfastexposed.org

PS²
Displayed online at PS2 from 22 March to 
10 April, ‘Terra Infirma’  began as an Insta-
gram takeover by Belfast-based artists Aisling 
O’Beirn and Dougal McKenzie during the first 
lockdown phase in May 2020. Aisling post-
ed images of her recent pencil drawings, while 
Dougal responded with sketches on WhatsApp 
of the same view through a hedge on his daily 
walks. The project showed the ongoing dialogue 
about their personal take on drawing and pre-
sented the original drawings and the WhatsApp 
drawings.

pssquared.org

Golden Thread Gallery
From 24 April to 29 May, Sol Archer’s film 
exhibition and sculptural installation, ‘not only 
the earth we share’, is on display online at the 
Golden Thread Gallery. From the gallery: “The 
films in ‘not only the earth we share’, which 
emerged from the artist-in-residence project, are 
informed by the social and creative practices of 
this community, and how storytelling, identity 
and community can result from, and act as agents 
of, neighbourhood resistance. In Sailortown, 
grassroots activism and regeneration take place 
alongside the expansion of the harbour estate 
and large scale, top-down urban planning and 
development.”

goldenthreadgallery.co.uk

Eoin Mac Lochlainn, Ailltreacha - Atlantic Cliffs, 2021, watercolour on Fabriano paper, 87x58cm, image courtesy the 
artist and the Oliver Cornet Gallery.

Sol Archer, not only the earth we share, 2021, video still; image courtesy of the artist.

The LAB Gallery 
The LAB Gallery presented ‘A Consideration 
of All Bodies’, a group exhibition of work by 
Declan Byrne, Philip Kenny, Paul Moore, Hugh 
O’Donnell and Áine O’Hara, from 5 March to 5 
May. All the artists and the curator have disabil-
ities. The exhibition was installed in the gallery 
and was available to view from the street. It also 
had an online programme of events and discus-
sions. The works contemplate disabled people’s 
bodies and their ways of navigating a world 
designed for nondisabled bodies. The exhibition 
and events programme focus on how bodies are, 
are not, or could be supported.

dublincityartsoffice.ie

Liminal [space] Belfast
Developed in association with 9ft in Common 
and the Imagine! Belfast Festival, ‘Limin-alley’ 
presented 12 local artists and designers who 
responded to specific sites identified from an 
emergent Belfast Alley Map of the back-alleys 
across south (Ormeau) and east (Belmont) Bel-
fast. The exhibition ran from 25 to 28 March. 
Festival audiences were encouraged to seek out 
these showcases individually via an online map, 
exploring and engaging with these underused 
spaces in the city while doing so. It was accom-
panied by an online discussion led by project 
partners Amberlea Neely, Aisling Rusk and 
Meadhbh McIlgorm.

liminalspacebelfast.com

Belfast
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Regional & International

CCA Derry~Londonderry 
‘URGENCIES (2021)’ is the second itera-
tion of CCA Derry~Londonderry’s biennial 
group exhibition, displayed online and in win-
dows from 30 March to 22 May. According to 
the press release, the artworks were selected 
through an open call that sought to “take the 
temperature of what emerging artists working 
today with a connection to the region consider 
to be urgent”. Key themes of identity and envi-
ronment threaded throughout the off-site exhi-
bition, as well as many other topics encompass-
ing both deeply personal experiences and global 
political events. 

cca-derry-londonderry.org

Nua Collective 
On display online from 17 March to 17 April, 
an exhibition titled ‘Equinox’ by Nua Collec-
tive, sought to embrace positivity, optimism 
and regeneration. The Spring Equinox is a time 
of transition where we ascend from darkness 
into light. Nua Collective reflects on the many 
difficult challenges we have all faced over this 
past year and looks towards the brighter days of 
springtime. Established in October 2020, Nua 
Collective aims to provide a virtual platform 
that evokes the gallery experience, supporting 
contemporary conceptual art by living visual 
artists.

nuacollective.ie

The Glucksman
From 21 April to 31 October, the group exhibi-
tion, ‘Home: Being and Belonging in Contem-
porary Ireland’, is available to view online and 
in-person, pending government restrictions. This 
is the concluding exhibition in a series com-
memorating the Decade of Centenaries. From 
the gallery: “The 16 selected artists… represent 
a huge diversity in cultural thinking about ideas 
of home, even through the specific lens of Irish 
identity… The plurality of perspectives in this 
exhibition suggests multiple modes of being, 
as well as the joy and challenge of belonging in 
contemporary Irish society.”

glucksman.org

TULCA Festival
The film A Visit, A Ceremony, A Gift premiered 
online on 16 April, hosted by TULCA Festi-
val of Visual Arts. The film is a collaboration 
with Austrian philosopher and artist Elisabeth 
von Samsonow, and commissioned artists Ruby 
Wallis and Michaele Cutaya, Michelle Doyle, 
Ruth Le Gear, Marielle MacLeman, Naïmé 
Perrette, Liliane Puthod and Sara Sadik. From 
the festival: “The film gathers contributions 
from each artist, through film, sculpture, music, 
sound and design, and uses collaged footage to 
investigate our access to nature through poetry.”

tulca.ie

Void Gallery
Void Gallery, Derry, has partenered with the 
Beirut Art Residency (BAR) for ‘Before the 
Cypress Broke’, a fundraising exhibition that was 
initiated in response to the recent catastrophic 
events in Beirut, Lebanon. The exhibition is on 
display from 17 April to 6 June, viewable online 
and in-person pending government restrictions 
in Northern Ireland. From Void Gallery: “Bring-
ing together works by contemporary Lebanese 
artists and past BAR artists-in-residence, the 
exhibition will combine works on paper, pho-
tography and video works depicting personal 
investigations of artists in relation to the city.”

derryvoid.com

Signal Arts Centre 
Signal Arts Centre celebrates its 30th anni-
versary with an exhibition in both Signal Arts 
Centre and Mermaid Arts Centre. The exhibi-
tion, entitled ‘Signal Arts Centre – 30 Years of 
Making’ opened on 29 March and ran until 24 
April. Due to government restrictions, the exhi-
bition was made available to view online. First 
opened in 1990, the centre was set up to pro-
vide an opportunity for emerging artists in the 
many communities of Bray and North Wicklow 
to exhibit their work. The exhibition presented 
works by 30 artists who have previously exhib-
ited in Signal.

signalartscentre.ie

SIRIUS
As part of the ‘Sounds of the Unthinkable’ 
multi-media production, commissioned by SIR-
IUS, As I Roved Out One Morning was launched 
online on 7 April – a sea shanty, composed by 
Hannah Fahey and performed by the Softday 
Deep Water Singers. From the gallery: “Softday 
create sonifications, objects and performances. 
They operate in the ‘cracks’ separating various 
media and genres such as expanded theatre, 
sound, sculpture, music, dance and applications 
of new technologies. They explore the human 
relation to, and understanding of, the environ-
ment.”

siriusartscentre.ie

Crawford Art Gallery
From 24 April to 29 August, Dara McGrath’s 
walking-exhibition, ‘For Those That Tell No 
Tales’, is on display at Crawford Art Gallery 
and throughout Cork, seeking to highlight and 
memorialise the War of Independence and the 
conflicts that took place in and around the city. 
As stated by the gallery, the photographs “ele-
vate these spaces as sites of memory for those 
individual lost lives. With accompanying texts, 
McGrath acknowledges the place and circum-
stances of their deaths, which bore so heavily on 
their communities and still resonate so power-
fully today.”

crawfordartgallery.ie

The Model
The Model, Sligo, has a new online programme, 
‘The Body Electric’, which is viewable from 7 
April to 30 May. The Body Electric comprises 
an online exhibition, a publication of contem-
porary writing, as well as a new Podcast series, 
which presents discussions, readings and per-
formances. The project features work by a range 
of artists and writers including Claire-Louise 
Bennett, Tara Bergin, Dorothy Cross, Clodagh 
Emoe, Leontia Flynn, Marie Foley, Alice Lyons, 
Doireann Ní Ghríofa, Rosie O’Reilly, George 
(AE) Russell, Jessica Traynor, Suzanne Walsh, 
John Butler Yeats and many others.

themodel.ie

Sample Studios
On display at the Lord Mayor’s Pavilion, Cork, 
and available to view from 31 March to 8 May, 
‘Half Way to Falling’ presents responses to 
Common Ground’s The Just City – Counter 
Narrative Neighbourhood Residency Award 
2020-2021. This exhibition presents a series of 
collaborative printworks, sculptural work, a film 
piece and responses by The Just City Collective. 
This exhibition commences Sample-Studios’ 
TACTIC Visual Arts Programme 2021, mark-
ing its 10th anniversary. Kate O’ Shea recieved 
the Just City – Counter Narrative Neighbour-
hood Residency Award in March 2020.

sample-studios.com

Christopher Steenson [L-R:] Electricity (Annascaul), 2019, and Clouds (Venice Floods), 2019, 35mm negative scanned 
to digital, ‘URGENCIES (2021)’ installation view, CCA Derry~Londonderry; Photograph by Paola Bernardelli, courtesy 
the artist.

Heart of Glass 
‘Not This Future’ was an online conversation 
series and participatory performance hosted by 
the Merseyside-based collective, Heart of Glass, 
which premiered in three stages throughout 
March. Part 1, ‘Grief, it takes a community’ took 
place on 11 March and explored the role of grief 
in organising, solidarity and collective healing. 
Part 2, ‘Grief with strangers’, took place on 18 
March and explored healing through trans-
national kinship and promiscuous care. Part 3, 
‘Prayer from the ancient future’ was a sonic jour-
ney of collective healing and care. 

heartofglass.org.uk

Limerick City Gallery of Art 
Limerick City Gallery of Art presented ‘AT 
HOME ON THE FARM’ by Mary Burke, 
online from 25 February to 2 May. Over the 
past two years, Burke has documented five farms 
of different scales, with different approaches to 
how they make their living.  As stated in the 
press release, this is not a “political diatribe, nor 
is it a romantic view of the Irish landscape; rath-
er it is a raw version of the passion that each of 
these people have for their farms and their ways 
of making a livelihood.”

limerick.ie

Installation view, ‘Before the Cypress Broke’, Void Gallery, Derry. Group exhibition featuring artists Ali Cherri, Ayla 
Hibri, Charbel Haber, Daniele Genadry, Fiona Ones, Gregory Buchakjian & Valérie Cachard, Hussein Nassereddine, 
Jacques Vartabedian, Omar Khouri, Salah Missi, Sandrine Pelletier, Sirine Fattouh & Stéphanie Dadour, Ziad Antar. 
Presented in partnership with Beirut Art Residency (BAR); photograph by Harry Kerr, courtesy of Void Gallery.
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The Irish Museum of Modern Art (IMMA) 
has recently launched a new programme, 
titled ‘IMMA Outdoors’, that activates the 
48 acres of the Royal Hospital Kilmainham 
and safely connects audiences through 
artist commissions, performances, talks, 
workshops, tours, pop-up exhibitions and 
open-air cafés. Building on the success 
of last year’s outdoor space, ‘The People’s 
Pavilion and their Social Distancing Circles’, 
‘IMMA Outdoors’ will turn the museum’s 
programme inside out, creating an inspir-
ing programme of activities and events. 

As IMMA celebrates its 30th Birthday, 
the ‘IMMA Outdoors’ programme reflects 
on and activates the museum’s recent con-
temporary history alongside the site’s his-
torical resonances. The emphasis for the 
programme lies in ideas of civic agency, 
self-determination, global interconnec-
tions, environmental concerns and what 

it means to be radically public by creating 
an inclusive meaningful space for all ages 
to relax, contemplate and enjoy. Highlights 
of the programme include ‘A Radical Plot’, 
where IMMA’s Residency Programme art-
ists will create a ‘Studio Street’ of activation 
of site commissions including, Young Fossil 
by the collaborative practice, Forerunner; 
Ping Pong Diplomacy by Mark Clare; and 
‘Encounters’, a commission by IMMA and 
Eva International resulting in a new sound 
installation by Em’kal Eyongakpa. 

To celebrate the organisation’s 30th 
birthday, IMMA will also present a muse-
um-wide exhibition, showcasing the IMMA 
Collection and the history of the museum 
since 1991. The exhibition – titled ‘The Nar-
row Gate of the Here-and-Now, IMMA: 30 
Years of the Global Contemporary’ – will 
open in four phases throughout 2021, 
with each new chapter exploring specific 

IMMA 30th Anniversary Programme 

VAI / CCI Paris Residency 2021
We are delighted to announce that the 2021 
recipients of the Visual Artists Ireland / Cen-
tre Culturel Irlandais, Paris residency are: Mick 
O’Shea & Irene Murphy and Abigail O’Brien.

Congratulations to all three artists, whose 
applications outlined exciting and considered 
projects that we will be talking more about as 
they undertake their residencies.

The VAI/CCI residency is open each year for 
applications from VAI members. The residency 
provides for a studio, accommodation, return 
flights, and a stipend. The residency is a collabo-
ration between CCI Paris and VAI.

Markievicz Award 2021
The Minister for Tourism, Culture, Arts, Gael-
tacht, Sport and Media, Catherine Martin TD, 
recently announced the ten new recipients of the 
Decade of Centenaries Markievicz Award bur-
sary scheme for artists. The Markievicz Award is 
intended to support artists to develop their craft 
and ultimately produce great art that recognises 
and commemorates the role of women in the 
historical period covered by the Decade of Cen-
tenaries and beyond.

The ten artist recipients for 2021 are: Zoë 
Ashe-Browne (Dance), Barbara Bergin (The-
atre), Ursula Burke (Visual Arts), Gemma 
Dunleavy (Music), Eleanor Hooker (Literature 
– English), Oonagh Kearney (Film), Louise 
Mulcahy (Traditional Arts), Zoe Ní Riordáin 
(Theatre), Jennifer Thorp (Literature – English) 
and Eimear Walshe (Visual Arts).

As announced by the Minister in December 
2020, awards under the scheme will be made 
each year in the period 2021-2023 to up to ten 
artists (either individual artists working alone 
or in collaboration with others) – double the 
amount of previous years to a value of €25k per 
individual or group, an increase on €20k in pre-
vious years. The Department is partnering with 
the Arts Council on the administration of the 
scheme.

Golden Fleece Award 2021
The winners of the 2021 Golden Fleece Award 
are Aideen Barry, Bassam Al-Sabah, Maria 
McKinney, Lorna Donlon, Laura Fitzgerald and 
Sinéad O’Dwyer.

The announcement was made in a special 
video presentation celebrating twenty years of 
the Golden Fleece Trust and includes wonderful 
interviews with the artists. Each of the winners 

receives a Golden Fleece Award of €10,000.
2021 is an important milestone for the Gold-

en Fleece Trust. It marks twenty years since the 
establishment of the award, through the bequest 
of its founder – the artist, educator and research-
er, Lillias Mitchell (1915-2020).

The mission of the Golden Fleece Award is 
to provide resources for practising visual, craft 
and applied artists to innovate and develop their 
artistic vision, in accordance with Lillias’ inten-
tions, as set out in her Letter of Wishes to her 
Trustees. In this document she states that: “My 
wish is to give artists a ‘boost’ in times of partic-
ular need…”

In recognition of the exceptionally difficult 
circumstances experienced by Irish artists in 
the past 12 months, the Trustees of the Gold-
en Fleece Award decided to celebrate Lillias 
Mitchell’s legacy by increasing the twentieth 
anniversary prize fund to €60,000. This gesture 
was made possible by a very generous bequest by 
the estate of engineer and artist, Seán Mulca-
hy, whose father Richard Mulcahy had invited 
Lillias to open a Weaving Department at the 
National College of Art & Design, Dublin in 
the 1950s when he was Minister for Education.

The 2021 prize fund of €60,000 is the larg-
est in the award’s history and makes it the most 
generous award open to both visual artists and 
craft practitioners in Ireland. A record 229 eligi-
ble applications were received for the award this 
year, with 175 Visual Art entries and 54 Craft + 
Applied Art submissions.

CCI Residency Recipients Announced
Nora Hickey M’Sichili, director of the Centre 
Culturel Irlandais Paris, is delighted to announce 
the recipients of residencies for the centre’s 
2021-22 programme. She stated: “In these times 
of uncertainty, CCI is more committed than 
ever to supporting Irish artists and welcoming 
them to Paris. Together with offering precious 
time to concentrate wholly on their work, our 
residencies allow artists to breathe new life into 
their practice by encountering all that this world 
capital has to offer”.

39 artists across a spectrum of artistic back-
grounds will spend one month in Paris to devel-
op their proposed projects, which range from the 
development of a new presentation of Beckett’s 
The Unnamable for MoLI, or mapping Joyce’s 
Paris, to documenting the work of artisans who 
embellish Haute Couture gowns; and from cre-
ating a ‘Slow Mo’ dance work as the choreogra-

pher journeys from Dublin to Cyprus, to mak-
ing music to accompany Colum McCann’s latest 
book about two grieving fathers in the Middle 
East.

This year sees CCI partnering with some 16 
organisations for its artist residencies: Music 
Network, Contemporary Music Centre (CMC), 
Moving on Music, Belfast City Council, Design 
& Crafts Council Ireland (DCCI), Visual Art-
ists Ireland (VAI), Graphic Studio Dublin, Lit-
erature Ireland, Poetry Ireland, Museum of Lit-
erature Ireland (MoLI), Draoícht, Meath Arts 
Office, Ealaín na Gaeltachta, Galway County 
Arts Office, RDS and Mason Hayes & Curran.

Residency recipients working in the disci-
pline of Visual Arts & Design include: 

• Nadia Armstrong (in association with 
RDS/Mason Hayes & Curran)

• Felicity Clear
• Mary Cremin
• Irina Gheorghe
• David Lilburn
• Kate MacDonagh (in association with 

Graphic Studio Dublin)
• Paddy McCann
• Cecilia Moore (in association with 

DCCI)
• Jennie Moran
• Abigail O’Brien (in association with 

Visual Artists Ireland)
• Mick O’Shea and Irene Murphy (in 

association with Visual Artists Ireland)

€1 Million Arts Council Funding 
The Arts Council has announced four large-
scale, innovative arts projects for audiences in 
every part of Ireland to receive funding of more 
than €1 million, with planning and preparation 
already begun in anticipation of the end of the 
Covid-19 pandemic.

The government agency for funding and 
developing the arts said the awards came under 
its Open Call initiative, designed to stimulate 
the creation of ambitious and ground-breaking 
art for the public.

Speaking in mid-April, the Director of the 
Arts Council Maureen Kennelly said: “This year 
the Open Call projects demonstrate the trans-
formative ability of the arts in public life with 
works that reach deeply into communities, pro-
vide opportunities for public participation and 
encourage thought provoking discourse about 
our environments. We are delighted to be able 
to support these ambitious programmes which 

will take place across the country over the next 
two years; making both an impact and leaving a 
lasting legacy with the public.”

The Arts Council said the Open Call ini-
tiative means artists and arts organisations can 
shift their practice to make work on a national 
scale, creating high-profile art work central to 
people’s lives. Projects may be a discourse, prov-
ocation or response to place and identity as part 
of contemporary Ireland.
The 4 successful Open Call projects are:
WEFT, Dublin Fringe Festival

From Dublin Fringe Festival and partners 
Hot Brown Honey, Origins Eile and Dylan 
Coburn Gray, WEFT is a new 18-month proj-
ect focusing on talent development for emerg-
ing and early career Black artists and artists of 
colour in Ireland. The project will foster network 
and community building activity with visionary 
activists and artists, Origins Eile in residence 
at Fringe HQ, and create an open access pro-
gramme of events. 
Poetry Town, Poetry Ireland

Poetry Town will commence with the 
appointment of 21 Poet Laureates, who will be 
commissioned to write a poem for their town, 
townspeople and the hinterlands. Individuals, 
groups and communities will be invited to cele-
brate poetry within their everyday lives and sur-
roundings, creating communal experiences cel-
ebrating the pride, value and importance of our 
heritage and the strength and diversity within 
rural areas today. 
ECO SHOWBOAT, The School of Looking

This floating ecological arts infrastructure – 
fitted out on a historic barge, the 48M, trans-
formed to run on clean energy – will navigate 
the inland waterways of Ireland over three years 
working collaboratively with artists, scientists 
and communities to address climate change and 
support action to protect and conserve biodiver-
sity. The project is supported by the Arts Coun-
cil, Creative Ireland, Science Foundation Ireland, 
Waterways Ireland and 12 County Councils. 
SWIMMING A LONG WAY TOGETH-
ER, Vanessa Daws

A series of site-specific events in Dublin, 
Cork, Galway and Donaghadee. Historical 
research and engagement with contemporary 
swimming communities is transformed into a 
sonic narrative in collaboration with artist-mu-
sician Ruth Clinton.

THE LATEST FROM THE 
ARTS SECTOR

themes within IMMA’s 30-year history. 
This is the first time that the museum 
has been given over entirely to showing 
the IMMA Collection and will showcase 

a selection of recently acquired art-
works to the collection through a fund 
from the Department of Tourism, Cul-
ture, Arts, Gaeltacht, Sport and Media.

View of Club Chroma Chlorologia, 2020, by Niall Sweeney, photograph by Ros Kavanagh, courtesy of IMMA.
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IT’S MID-MARCH and I am grabbing time to 
write in our split-shift household of home-
school and work. I’m sending optimistic emails 
about visits to production locations in May and 
periodically walking through a sketch-up of the 
Irish Pavilion in Venice. A venture such as this 
would normally have begun with a site visit. For-
tunately, I took a brief trip to Venice to see the 
previous biennale in November 2019 and I am 
relying on that and these virtual renderings to 
locate myself, my thoughts and plans.

Exhibition making is partly physical prob-
lem-solving. The Arsenale space, which has 
housed the Irish pavilion in recent years, is on 
a threshold from long interior corridor to exit 
space, the directional flow of traffic dictated by 
its architecture. It’s a space of dense brickwork, 
an elaborate wooden ceiling, echoed and repeat-
ed forms of stone, glass and metal arches. It’s a 
space of heightened visual noise, which draws 
you into the light – the allure of the windows, 
exits and air. The exhibition I make will expe-
rience a very different kind of cultural pressure 
in Venice – the pressure of accumulation, of dis-
traction, and of the exit.

I do still have some access to my studio at 
TBG+S, which is thankfully within walking dis-
tance of my home.  My way of working belongs 
in a studio and I Iove this beautiful room. If any-
one could actually visit, they would see numer-
ous templates and shapes have been cut from 
card and paper, and rest in early compositions 
on the wall and ground. There are stacks of verti-
cal steel posts and piles of wooden blocks, some 
from pre-existing works and others migrating 
as props, measures and prototypes for potential 
forms. Slivers of coloured and textured glass 
have been shaped, cut, sanded and wrapped in 
copper foil. Some are soldered and patina-ed 
and balanced on the head of a nail. They hold 
the light against the wall. There are a lot of 
annotated pages. Some are simply words and 
sentences; others scrawls and notations – memos 
to self. Sometimes there is music, an audio book 
or podcast, but mostly silence in the ghost-town 
that is now Temple Bar. It can all seem so soli-

tary, yet this is just the prelude. 
I try really hard to keep the laptop shut in 

the studio, but truthfully, any event of this scale 
relies on a team of talented and committed peo-
ple and I would be nowhere without the influx 
of conversations, requests and deadlines. There 
is the designer, Alex, who is helping us conjure 
a visual identity for Ireland at Venice 2022, and 
a wonderful PR team, who understand how we 
are trying to speak through this project. Draga-
na already captured our images in those brief 
autumnal days, when we were allowed to share 
spaces at a distance. I have worked with Flan, 
cabinetmaker, for many years now and there is 
a stream of WhatsApp images of rebates, joints 
and subtle shifts in curvature to be decided 
upon. These early drawings will definitely need 
an engineer’s eye before I am finally ready to 
let them go to Tom, the steel marvel. Pat, my 
glass supplier in Cavan, is concerned with the 
new lead times for orders and wants to be sure I 
have what I need. Saskia, who will help me shoot 
some new video footage, has just sent a diagram 
of our intended location, showing how sunlight 
shifts over the course of a day. 

When restrictions ease, I urgently need to 
visit a workshop in the midlands to fully under-
stand the limitations and possibilities of a newish 
material I am planning to use. I have been com-
posing letters to writers I truly admire, hoping 
they may contribute to a beautiful book we plan 
to make. There are institutions, large and small, 
who are supporting us with funding, without 
which, this project would simply not be possible. 
And mostly, there are my two fellow travellers, 
friends and allies, Clíodhna and Michael, who 
readily listen, support and work so very hard to 
make this all real, imagining with me what we 
can make happen. Just imagine being in Venice 
and making this happen.

Niamh O’Malley will represent Ireland at 
the 59th Venice Biennale in 2022, with an 
exhibition curated by the team at TBG+S.
niamhomalley.com

Ireland at Venice

Imagining Venice 

NIAMH O’MALLEY OUTLINES ONGOING PREPARATIONS FOR 
IRELAND AT VENICE 2022.

Niamh O’Malley, studio, spring 2021, TBG+S; image courtesy the artist.

Curatorial Ethics

MATT PACKER REPORTS ON THE RECENT CURATORIAL ETHICS 
WORKSHOP AT VOID GALLERY.

Curation

ORIGINALLY SCHEDULED FOR spring 2020, 
the ‘Curatorial Ethics’ workshop, led by Mirja-
mi Schuppert in partnership with Void Gallery, 
Derry, took place online on Friday 19 March 
2021. Although the central aims of the work-
shop remained the same – “to produce a working 
definition of ethics within the framework of con-
temporary curatorial practice”– the intervening 
months of the global pandemic have coincided 
with a wider storm of curatorial consternations 
and institutional issues that have considerably 
shaken the art world’s moral compass.  

Last year’s call-outs of sexual harassment 
in the sector, through to the Black Lives Mat-
ter protests and the wider campaign for racial 
justice, have compelled many contemporary art 
institutions and curators to develop (and public-
ly communicate) politically and morally correc-
tive pathways for their work. They are aligning 
themselves with positions of advocacy and steer-
ing their programmes away from the artworld’s 
bad old signifiers – typically white, ableist and 
patriarchal. While some arts institutions have 
gone further than others to effect change at a 
structural level – changing governance and staff-
ing appointments, for instance – others have 
been accused of hypocrisy and opportunism. 
The artist Glenn Ligon responded to the Met-
ropolitan Museum’s use of his artwork in a social 
media post (made in gestural support of the 
Black Lives Matter protests) saying, “I know it’s 
#nationalreachouttoblackfolksweek but could 
y’all just stop... Or ask me first?”

The pandemic itself has further accelerated 
injustices at a societal level. From home-school-
ing and renters in shared housing, to vaccine 
prioritisation, talk of the most vulnerable and 
essential people have brought bioethics into 
general public conversation. Words like ‘solidar-
ity’ and ‘care’ – once principles rarely voiced out-
side the lexicon of activism – have now become 
common art world platitudes and top-of-the-
list agenda items in the curatorial sourcebook. 

In the context of what has been a year of 
moral reckoning and repositioning, the Cura-
torial Ethics workshop did remarkably well to 
avoid the ethical storm of these recent events. 
Schuppert, a curator who until recently was 
based in Belfast, organised the workshop as a 
series of short presentations by invited speakers, 
interspersed with ‘break out sessions’ involving 
the wider pool of online participants. The morn-
ing sessions featured presentations by academ-
ics Jean-Paul Martinon and Nanne Buurman, 
focusing on ethics as a structural imperative 
within curatorial work, while acknowledging 
the need to decolonise the models of philosophy 
that underpin current curatorial discourse. 

Rather than addressing any “normative, 
applied, [or] moral issues”, Martinon focussed 
on the ways that curatorial events incur the 
ethical obligations of their viewing public; how 
“right and wrong deploy themselves in the way 
that communications occur between curator and 
viewer.” Martinon’s presentation hinged on three 
essential references: Jean-Francois Lyotard’s 
assertion of the exhibition as an ‘utterance’ (a 
‘making known’, or a ‘giving currency’) that 

incurs the obligation to respond; the etymo-
logical root of exhibitions as ‘monstrosities’ (to 
‘demonstrate’); and the curatorial act of ‘graft-
ing’ new meaning onto the already-constitut-
ed bodies of artworks. Within this framework, 
Martinon put forward an ethics of viewership 
that rests on the viewer’s ability to ‘decipher the 
monster’ and to negotiate the ‘monstrous nature’ 
of curatorial graft. 

Nanne Buurman’s presentation, titled ‘Cura-
torial Puritanism, or: Confessions of the Cura-
tor as a Monk’, addressed the righteousness that 
has seemingly come to dominate curatorial dis-
course in recent times. Drawing on Foucault’s 
notion of ‘Pastoral Power’, Buurman scrutinised 
the curator as self-appointed healer, who tasks 
themselves with taking care of artists and art-
works, but also to “right historical wrongs” 
and to “make history whole again”. Buurman’s 
presentation took aim at the kinds of benevo-
lence that we’ve come to equate with the ‘best’ 
examples of curatorial practice (eg. ‘putting the 
artist first’), developing her argument through 
a diverse range of sources, from Calvinism to 
super-star curator, Hans-Ulrich Obrist. Com-
paring the preferential curatorial relationship 
to art and to artists as a ‘Victorian angel in 
the house’, who remained in the background 
to “provide the stage for the representation of 
the master of house”, Buurman challenged the 
assumed ideas of curatorial ‘good’ that cut across 
the axis of feminism and religious history. 

If the morning session set about problema-
tising ethical codes of curatorial conduct at a 
theoretical level, the afternoon session was more 
focussed on how such principles were applied in 
practice. Annie Fletcher (Director of IMMA) 
spoke of the temporalities of programming and 
of decolonising the museum collection; while 
Helsinki-based curatorial duo, nynnyt, delivered 
a manifesto-style presentation that put forward 
their curatorial commitment to dismantling the 
patriarchal, hierarchical, competitive, exploit-
ative and exclusionary structures of the art field 
as they saw it. Reformist ethics were implied, if 
not directly addressed, in both of the afternoon’s 
presentations. The good of the work was defined 
in negation of what was identifiably absent, 
structurally voiceless, or just plain bad. 

Perhaps it was predictable that the work-
shop didn’t produce the definition of curatori-
al ethics that it originally proposed to achieve. 
Between the morning and afternoon sessions, 
the workshop did more to demonstrate the dif-
ferences between the structural imperatives of 
curatorial ethics at a theoretical level, and the 
applied programmatic ethics unfolding on the 
ground. While easily the most compelling of all 
the workshop presentations, Nanne Buurman’s 
argument also came across as borderline con-
trarian in an Irish contemporary arts context. 
On one hand, her criticisms of selfless curatorial 
rhetoric were convincingly sharp and damning; 
on the other, I was left thinking that Ireland 
would benefit from that rhetoric all the same. 

Matt Packer is the Director of EVA 
International.
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Strangely Familiar 

CIARÁN MURPHY REFLECTS ON THE MYSTERIES OF THE ‘SELF’ IN 
RELATION TO THE CREATIVE PROCESS AND ITS AFFINITIES WITH 
PSYCHOANALYSIS. 

Skills

D is for Dog
I HAVE ALWAYS been drawn to, and a little 
haunted by, the seemly rudimentary pedagogical 
images that most people encounter in early life; 
a picture of a dog, say, then the letters d-o-g – in 
other words, the Thing, its representation, and 
the word that captures that Thing, or as Hegel 
dramatically puts it “the word is the murder of 
the thing.” Words, of course, provide a neces-
sary limit, capturing images and objects within 
a semantic network, tying down their infinite 
complexity, providing a presence for an absence, 
and ensuring we can share some meaning, some 
presuppositions.

What interests me as an artist is the move 
into more unnerving terrain, in an attempt to 
confront what escapes these symbolic limits – 
those uncanny gaps between the word and the 
thing. What about dogs seen from a distance, 
say? Or a dead one? What is this infinite mul-
tiplicity of the thing we call ‘dog’? So much of 
what we experience is determined as much by 
our memories and expectations as by what’s 
‘really’ there in front of us.

For me, art making is a valuable space to 
grapple with the conundrums that are inherent 
to representation as such, that strange realm we 
might call subjectivity proper – a zone that is 
somewhat outside or even in excess of symbolic 
limits. 
Vanishing Act

“When you start working, everybody is in 
your studio – the past, your friends, enemies, the 
art world, and above all, your own ideas – all are 
there. But as you continue painting, they start 
leaving, one by one, and you are left completely 
alone. Then, if you are lucky, even you leave.” – 
Philip Guston. 

One of the things that’s so intriguing about 
this Guston quote is how it outlines the enigma 
of who or what is left, once all the (imagined) 
others and even the ‘self ’ are abandoned. One 
arrives to work with a plan (or not) then some-
thing else happens: that surprise encounter, the 
happy accident, the ‘more than intended’, the 
gap between conscious intentions and inevita-
ble contingency. For me at least, it is this gap 
between intentions and outcomes that is the 
‘absent centre’ that art making circles around. I 
have often heard other practitioners from vary-

ing creative disciplines speak of the value, neces-
sity even, of surprising oneself.

This ‘not knowing’ and the value of the sur-
prise in art making have intriguing parallels 
with the psychoanalytic process, in that they 
both hold out the chance, and see the value, of 
exploring a space outside predetermined sym-
bolic coordinates. In the psychoanalytic encoun-
ter, for example, one is invited to speak freely, to 
see where it takes you, placing value on the slip, 
the blunder, the pause, the non sequitur and so 
on, while also acknowledging the singular expe-
rience of the subject.

What’s key here is the recognition that con-
tingency plays a part in every destination; that 
misunderstanding has a pivotal role in (human) 
communication. This conception of knowledge 
production stands in sharp opposition to that 
life draining thing we call the technocratic pro-
cess – a thoroughly mechanical conception of 
communication which has, by its nature, a strict 
correlation between intentions and outcomes. 
An infernal process whose sole function seems 
to ensure that nothing ever changes! Perhaps we 
are drawing a distinction here between practice 
and praxis.
Merrily, Merrily, Merrily, Merrily

My approach to art making lends itself to a 
non-linear working methodology. Work is often 
started, then left to gestate, only to be revisited 
at a later time. This process allows for unantici-
pated changes of direction and thus for meaning 
to slide, making my daily working life fluctuate 
between excitement, frustration and anxiety!

I like to think of the resulting imagery as 
having some parallels with subjective encoun-
ters like dreaming, which can be understood 
as an effort to give consistency or meaning to 
fractured, disparate information; walking a fine 
line between fragmentation and order, testing 
the boundaries of what can be seen, represented 
and known.

Ciarán Murphy’s upcoming show, ‘Merrily, 
Merrily, Merrily, Merrily’, opens in the RHA 
gallery in October 2021 before travelling 
to the Model, Sligo, and the Butler Gallery, 
Kilkenny. 

Ciarán Murphy, Hand / Wrist, 2017, oil and acrylic on canvas (35 x 45 cm); 
Image courtesy the artist and Grimm Gallery, Amsterdam / New York.

The Outsider Inside

CORNELIUS BROWNE CONSIDERS THE REJECTION OF 
EXHIBITIONS BY OUTSIDER ARTISTS. 

AT THIS MOMENT, many artists are stepping 
back to assess how their creative lives have been 
stamped by the pandemic. Over seven years, I 
had fallen into a relatively dependable cycle of 
exhibitions. Now, I haven’t exhibited a painting 
for eighteen months. The fields I stand painting 
in feel further from society than ever.

When I started painting again, after a 21-year 
hiatus, I was looking for a hobby. Homelessness 
and unemployment having shaped the previous 
decade, I wanted a reason to spend time out-
doors, clearing my head. Art college had extin-
guished my teenage passion for painting, so I 
had no desire to engage with any facet of the art 
establishment. 

One painting drying on the mantlepiece 
(of a boat in a November gale) my wife, Pau-
la, believed too good to gather dust. The Glebe 
Gallery here in Donegal celebrates spring with 
a popular Easter exhibition, which is open sub-
mission. Paula tried to persuade me to enter 
the November storm, but I stuck to my guns, 
not wanting to spend €35 on a frame. A year 
passed, and as Easter once more approached, 
Paula mounted a fresh campaign to get the boat 
in the gale onto a gallery wall. This time I yield-
ed. Being in that show led directly to two solo 
exhibitions, which in turn opened doors that 
gave me more reasons than ever to spend hours 
outdoors with a paintbrush.

Back when I was a bookseller in Dublin, a 
customer introduced himself as Bernard Sam-
uels, former director of Plymouth Arts Centre. 
From his satchel he plucked a gloriously illus-
trated monograph, of which he was the author. 
The subject was Ben Hartley. When this artist 
died in 1996, Mr Samuels was informed by a 
solicitor in Wales that the unknown painter had 
bequeathed him 900 paintings, mostly gouach-
es on brown paper, and 300 notebooks full of 
beautiful drawings. As I slowly turned the pag-
es of his book, marvelling over the vibrancy of 
Hartley’s art, Bernard animatedly described 
Ben’s solitary existence, this deep well of quiet-
ness, and how showing his work seemed never 
to cross his mind.

For two decades, I have been trying to piece 
together the story of British artist, Stephen Har-
ris, from the scratchings that are known. Upon 

seeing one of Harris’s landscapes in a friend’s 
house, English painter Stanley Spencer shout-
ed: “Here is the most wonderful painting I’ve 
seen for 30 years! Who is this artist? Where is 
he? WHY doesn’t he exhibit?!” Only eighteen 
landscapes by Harris now survive, alongside 
six portraits. During his life, Harris treated his 
astonishing talent roughly: paintings were nailed 
down to become draught excluders under doors 
in winter, in sheds and dog kennels. One of his 
finest works was found after his death, banged 
into a cupboard, as a shelf.

And these are men. Netherworlds of deeper 
obscurity, without doubt, entrap women artists. 
Despite appearances on such TV programmes as 
Pop Goes the Easel, after all, even Pauline Boty’s 
paintings ended up for decades in a shed on her 
brother’s farm, cobwebbed and lost.

Artists such as these are not ‘outsiders’ in the 
classic mould of Henry Darger, untrained and 
battered. Both Hartley and Harris studied art – 
Hartley at the Royal College of Art, and Harris 
with Duncan Grant at City & Guilds. Com-
mon ground, however, can be found in pover-
ty. In 1983, for instance, Hartley became barely 
able to walk due to lack of food. Novelist Kerry 
Hudson, whose memoir Lowborn chronicles her 
impoverished childhood, speaks of being ‘oth-
ered’ by poverty, of struggling to ‘pass’ in artistic 
environments, where so few people come from 
deprived backgrounds.

My paintings had been growing in size before 
COVID-19, reaching beyond the one-metre 
mark. Month by blighted month, they have been 
shrinking, and are now occasionally not much 
bigger than postcards; I am thinking of storage. 
Since battling cancer, Paula has moved further 
from the large cinematic paintings of her youth. 
A makeshift table as her studio, improvisatory 
amid the comings and goings of the household, 
fierce bursts of concentration give her still life 
paintings that are both fragile and joyful. Once, 
while I was painting, I spotted Paula rooting 
among a wild hedgerow for subject matter. 
Across the field I called: “I’m the outsider out-
side, and you’re the outsider inside!”

Cornelius Browne is a Donegal-based 
artist.

Plein Air

Cornelius Browne, Cow Grazing Near a Boat, 2021, oil on board; photograph courtesy the artist.



What’s in a Name? 

MIGUEL AMADO DISCUSSES BRANDING, COLONIALISM, TOXIC 
PHILANTHROPY AND ECONOMIC INEQUALITY IN ART.

Curation

THIS YEAR BEGAN with a significant event for 
the cultural field: the rebranding of Rotterdam’s 
Witte de With gallery as Kunstinstituut Melly. 
The Dutch admiral, like other protagonists of 
the Age of Exploration (sometimes called the 
Age of Discovery), has been the subject of heat-
ed debate in the Netherlands, as both a national 
hero and a coloniser whose achievements were 
built on the oppression of other peoples and the 
extraction of wealth from their territories. The 
renaming process began in the summer of 2017, 
when a variety of individuals, via an open letter, 
interrogated the institution about its alignment 
with colonial narratives through the upholding 
of that name – a name that, they stated, “con-
jures up a history of terror”. The conversations 
gained momentum in the summer of 2020, in 
conjunction with and spurred by the powerful 
reemergence of Black Lives Matter.

Others have been asking questions of late 
regarding branding in the art sector. Since 2018, 
in her art and in numerous actions, Nan Gol-
din has powerfully and very publicly indicted 
the branch of the Sackler family that owns Pur-
due Pharma, a major ringleader in the ongoing 
opioid crisis. This part of the Sackler family is a 
mammoth art funder, particularly in the United 
States and England; its name adorns the facades 
and interiors of numerous institutions that have 
benefited from its money.

One venue that has responded to the pressure 
to remove Sackler branding is London’s Ser-
pentine Galleries. In 2017 they opened a new 
‘Sackler’ venue near the original site; this spring, 
‘Sackler’ was replaced with ‘North’. It seems evi-
dent that the Serpentine Galleries were aware 
of, but disregarded, the concerns surrounding 
Purdue Pharma, thus contributing to the vali-
dation of toxic philanthropy that is common in 
the restricted circle of institutions that dominate 
the art sector through ‘insider trading’ with key 
art market players.

Naming institutions or buildings after 
donors or public figures is a particular tradition 
in English-speaking countries and countries of 
Calvinist heritage. The Van Abbemuseum, the 
Netherlands; The Whitworth, England; the 
Guggenheim and the Whitney, United States – 
these are just a few in a long list. More recently, 
a parallel trend has been arising: the creation or 
naming of institutions after collectors, typically 
a cohort of the ultra-rich. This is the case with 
the Fondation Pinault, France/Italy; Fondazi-
one Prada, Italy; Luma, Switzerland/France; 
V–A–C, Russia/Italy; and many others.

The problem is that, in the West, the interde-
pendence between capital and art is both ancient 
and structural, and patronage has always been 
used as a public relations tool to divert attention 
from the more dubious activities of the power-
ful. This theme is ever more relevant today, with 
institutions shifting their programmes towards 
matters of social justice in order to grapple with 
decolonisation movements and critiques of the 
neoliberal order, yet continuing to operate with-
in the parameters that link them to question-
able money. Whether named after contempo-
rary Russian oligarchs or nineteenth and early 

twentieth-century European industrialists, who 
actively participated in (or at least leveraged) 
colonialism for their own benefit, institutions 
cannot truly do progressive work without first 
embarking on a journey of self-criticism, which 
must, in some cases, extend even to their names.

These ethical issues inform a new film by 
the Dutch artist, Renzo Martens, orchestrat-
ed under the umbrella of Human Activities, 
an organisation that he leads. White Cube was 
released this spring via a series of online events 
after premiering at the end of 2020. It follows 
Martens’s previous film, Enjoy Poverty (2008), 
in its examination of economic inequalities, spe-
cifically the links between colonialism and the 
‘primitive accumulation’ – to invoke a Marxian 
concept – that enabled the emergence of capi-
talism.

White Cube narrates the story of the Cercle 
d’Art des Travailleurs des Plantations Congo-
laises (CATPC), a group of plantation workers 
from the Democratic Republic of the Congo 
who have been engaging in art making at set-
tlements in the African rainforest. They make 
miniature figurative sculptures, often self-repre-
sentations, which are moulded in clay and 3D 
scanned in their workshops, then reproduced at 
larger scale in Belgian chocolate. The chocolate 
pieces are then exhibited in the West – notable 
showings include Middlesbrough Institute of 
Modern Art in England (2016) and Sculpture-
Center in New York (2017) – and sold through 
Martens’s European galleries. The profits gener-
ated by these transactions are directed back to 
the plantation workers.

Corporations such as Unilever employ locals 
in the Democratic Republic of the Congo to 
hand-harvest oil palm fruit and pods of cocoa 
beans, but the locals barely benefit from their 
work – as has been the case since the colonial 
era, when forced labour generated most of the 
wealth in the West. White Cube explains how 
Unilever’s roots lie in estates established by the 
British industrialist William Lever in the Bel-
gian Congo, beginning in 1911. Lever was look-
ing for palm oil concessions and took advantage 
of Belgium’s brutal regime there to expand his 
business. While Lever’s company flourished, and 
in turn contributed to the prosperity of England, 
the plantation workers lived in poverty and their 
territories were dispossessed of natural resources.

Between 2000 and 2012, Unilever sponsored 
and lent its name to the annual commissions for 
Tate Modern’s Turbine Hall – grandiose proj-
ects and much publicised, signature programme 
undertakings. In White Cube, Martens argues 
that the members of the CATPC have been 
working for Unilever and similar corporations 
all of their lives, but still lack the mechanisms 
to break free from an extractive economy that 
essentially forces them to fund phenomena like 
the Unilever Series at Tate Modern.

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

The Master’s Device

SHANE FINAN OUTLINES EXAMPLES OF OPEN-SOURCE SOFTWARE 
AND ALTERNATIVE ONLINE PLATFORMS. 

Art & Technology

IT DIDN’T TAKE long before a new vocabulary 
‘zoomed’ into our collective consciousness during 
an unprecedented global pandemic. Screen-time 
skyrocketed, as people worked remotely, and Jeff 
Bezos’ bank account swelled to near breaking 
point. And partnerships emerged between art 
organisations and technology companies within 
the first month of the pandemic to bring Irish 
art to digital audiences.

It didn’t take long for many of us to realise 
that we were shouting into a storm. Rather than 
increase visibility, what seemed to happen was 
that audiences became smaller. Without becom-
ing marketing gurus, we would soon be lost. 
So, to get internet savvy, there were suddenly 
workshops advertised everywhere in how to use 
Zoom as an artist, how best to pull visitors to a 
social media page, or how theatre can be per-
formed on YouTube.

I sat back around this time and asked a dif-
ferent question – why these platforms? There is a 
hegemony in digital platforms, just as there is in 
high street shops, farms or supermarkets. We use 
the systems that have the most clout, power and 
money, and not necessarily those that have the 
best ethics or environmental principles, or even 
those that work best.

Ethically, most large technology companies 
have questionable records: Zoom openly defend 
bypassing device rules to gain a large market 
share of video conferencing in 2020; Amazon’s 
‘Fulfilment Centres’ are infamous for their treat-
ment of employees. Ex-Google employee, Tim-
nit Gebru, wrote about how the program that 
underlies Google carries the white male bias of 
those that wrote the original code, along with a 
litany of other environmental and social issues 
that, if not addressed, leave Google culpable in 
proliferating a system that reinforces gender and 
race stereotypes. For voicing these concerns, she 
was removed from her job, or left, depending on 
which version of the story you read.

Commercial social media platforms create 
echo chambers and ‘filter bubbles’ that split peo-
ple on partisan lines. Open-source social media, 
like Mastodon, Diaspora or Scuttlebutt, are free 
platforms without advertising, so do not have 
business models that calculate or analyse user 
profiles at high electrical cost to create these 
splits. These ‘federated’ platforms are owned by 
the users, and those users choose how to moder-
ate and regulate localised groups. The nature of 
these platforms is to be more social than their 
commercial alternatives, simply because they 
thrive on conversation, rather than quantifica-
tion or division.

Of course, there are drawbacks. As there are 
no large support teams and technical developers, 
alternatives such as Jitsi might not be as reliable 
for video conferencing as Zoom or Teams. But 
these platforms cost nothing and are a small 
refusal to participate in an ethically or environ-
mentally questionable system when used. These 
small refusals are conscious activism, and choos-
ing your digital tools is as easy as it gets to being 
an activist (next to planting vegetables).

Art and technology festivals, like Art Meets 
Radical Openness (AMRO, Linz) or Transme-

diale (Berlin) have experimented in recent years 
with using predominantly open-source media. 
In 2020, AMRO moved entirely online, using 
the video conferencing tool, Big Blue Button, 
embedded in their own website for workshops 
and presentations, and the collaborative text 
editing tool, Etherpad, for notes and conversa-
tions.

Artists are also using web technologies to 
criticise hegemonies or experiment with alter-
natives. Joana Moll focuses on the environ-
mental impact of hegemonic websites, as in her 
project, ‘The Hidden Life of an Amazon User 
(2019)’, which shows the electrical cost of load-
ing a page on Amazon’s website. Ben Grosser 
invents browser plugins that block Facebook 
and Twitter’s tracking mechanisms, removing 
the metrics to change how we behave on these 
platforms. Michal Klodner and Nikola Brabcova 
are growing plants with, and through, local net-
works of computers that they have set up using 
open-source code. 

While open source and free platforms offer 
alternatives to hegemonic platforms, it would be 
untrue to say that they do not have their own 
ethical or social problems, or that these should 
not be scrutinised. The social media platform, 
Gab, is open-source and was rarely criticised 
for its far-right user-base before its role in the 
riots in the US in January 2021. Mastodon is 
considered a welcoming place for trans and gay 
communities but has been called out for having 
a predominantly white, western user-base, who 
respond poorly to non-white criticism. But these 
are not insurmountable problems, and are based 
on the user behaviours, and not on the source 
code, the business model or the company ethics. 

Artists internationally are known for chal-
lenging hegemonies, exploring environmental 
issues, highlighting social wrongs or voicing 
ethical concerns within their work. So, there is 
an unfortunate contradiction in using ethically, 
environmentally or socially unsound tools as a 
way to voice social concerns. Of course, it is not 
easy to withdraw from using common platforms 
completely, just as it is difficult to complete-
ly avoid using fossil fuels in daily life. But it is 
possible to consciously choose our platforms. 
If we as artists seek to critique, particularly in 
times of pandemic when the critical becomes 
digital, then we should also seek to unthread 
any misgivings about the technologies that we 
use. Our responsibility is not only to ourselves, 
to reach outside of a hegemonic system, but to 
those we inspire and influence; as artists we can, 
and arguably should, challenge hegemony. So, it 
is important to remember, as the black feminist 
poet Audre Lorde wrote: “The master’s tools will 
never dismantle the master’s house.”

Shane Finan is an artist from Sligo, based 
in Wicklow. 
shanefinan.org
Notes: 
An ever-changing source of federated open-source online 
social media is available at: fediverse.party
A list of other open-source tools, from text editors to dia-
ries and planners, is available at: etherpad.wikimedia.org
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Visual Arts in Crisis – Who Cares?
Peter Richards
Chair of Belfast Visual Arts Forum

FOR THE BELFAST Visual Arts Forum (BVAF), 
2020 started like most years since its inception, 
with an increased collective sense that the tip-
ping point was ever closer.1 The precarity felt by 
the city’s artists and visual arts organisations had 
never seemed greater. Years of standstill fund-
ing – which is in real-terms, decreased funding 
– compounded by the then imminent onslaught 
of projected Brexit-related price hikes, increased 
bureaucracy and the city’s widespread culture of 
property speculation, necessitated that we begin 
the year with a full-forum session. 

Held at Belfast Exposed and titled ‘Visual 
Arts In Crisis – Who Cares?’ the session set out 
to: understand how the then ‘current’ crisis was 
impacting on organisations and the people who 
relied on them; share models being developed by 
organisations exploring solutions and new ways 
of working that could support the sector in the 
short, medium and long term; and consider what 
Belfast will look like in the future if the visual 
arts closures and cuts continue.2 The purpose 
of the session was not only to share experiences 
and discuss ways forward, but to build on the 
concerns arising from BVAF’s Brexit Sympo-
sium at Belfast City Hall the previous October. 
Through the session we began articulating an 
advocacy and lobbying action plan for the year 
ahead.

In parallel, we had, in our audience devel-
opment capacity, committed to: a collaborative 
project ‘ibeholder’ (with g39, Cardiff, Golant 
Media Ventures and Thrive); work with Belfast 
City Council’s next instalment of ‘City as a Gal-
lery’; and undertake a revamp of our Belfast Art 
Map – and then the pandemic happened. Ini-
tially we transitioned the plan as best we could 
to online meetings; however, as the early days of 
lockdown took hold, the urgency of the multi-
faceted crisis we were addressing was supersed-
ed. The nature of meetings shifted to checking 
in on wellbeing and information sharing. New 
priorities presented themselves. Old ones had 
not gone away, but first we had to survive the 
unknown and then regroup. 

A galleries/venues group, led by Sarah McA-
vera (Golden Thread Gallery), was established. 
Work with other networks increased. Repre-
sentatives from the BVAF steering committee 
increased their participation in the Arts Col-
laboration Network engagement with Contem-
porary Visual Arts Networks in England and 
beyond. By late April, we had regrouped and 
were back to working on the precarity of stu-
dio provision. We distributed a questionnaire, 
which was then collated, and its findings used to 
inform an advocacy letter shared with key stake-
holders. This resulted in support being offered to 
Flax Art Studios to refresh its research into the 
city’s studio provision. 

The urgency of information sharing increased, 
particularly around pandemic-related funding; 
public closure and reopening; the regionally 
undersubscribed, Museums and Galleries Exhi-
bition Tax Relief scheme; and Brexit. Steering 
committee representatives, like others skilled in 
form filling, assisted individual artists with grant 
applications and providing references.

The ‘ibeholder’ project has been subject to 
what now seems perpetual deferment; like-
wise, our collaboration on ‘City as a Gallery’ 
has optimistically been put back to this autumn. 
We decided to commission a position paper, 
informed through meetings with representatives 
of the BVAF, a forum workshop and a survey 
(collecting stories and case studies from forum 
members) which was authored by Smith and 
Kent Consulting. The paper sheds light on the 
value of Belfast’s visual arts sector, its resilience 
and innovation and the positive contribution it 
has made to our city’s wellbeing, mental health 
and creativity through this most extraordinary of 
years. The paper opens up for consideration how 
we can learn from 2020 so that the visual arts 
sector can grow back stronger by drawing on its 
combined strengths. As part of the last month’s 
AGM, the full forum participated in a workshop 
to turn the findings of the commissioned paper 
into a two-year action plan.

None of what we set out to do in early 2020 
has been resolved or gone away; it has been a dif-
ficult year with few positives. Though I can share 
one huge positive: BVAF was invited by the UK 
Government Art Collection to join with Con-
temporary Visual Art Network regions across 
England, Scottish Contemporary Art Network, 
and Visual Arts Group Wales to introduce art-
ists for consideration for its 2020 collection 
acquisitions. Whilst at this time we can’t go into 
any details ahead of the official press launch, we 
are proud to have played our part in a scheme 
that will share the work of great artists from the 
region.
Notes:
1Belfast Visual Arts Forum is an independent group of 
over 70 members including individual artists, artist-led 
collectives, studios, galleries, arts organisations, funders 
and policymakers. It was established in 2014 to promote 
and celebrate Belfast as “a city where visual arts can be 
embraced and enjoyed by all.” The forum meets bimonthly 
to share information and discuss strategic and citywide 
issues. 
2Facilitated by Fiona Bell (Thrive), the session featured 
presentations from John Greer and Eimear Henry (Bel-
fast City Council) regarding the councils’ Cultural Strate-
gy and Wraparound Funding; Rob Hilken (Visual Artists 
Ireland) and Jane Morrow (PhD researcher) shared an 
update from the ‘Save Our Spaces’ presentation on  the 
precarity of the city’s artist studios to BCC’s City Growth 
and Regeneration Committee earlier that month; Thom-
as Wells (Catalyst Arts) outlined the very real challeng-
es faced by Catalyst from the imminent redevelopment 
plans for its building; Gail Prentice (Flax Art Studios) 
presented insights into the barriers blocking the develop-
ment of a new sustainable studio model; Deirdre Robb 
(Belfast Exposed) discussed  changes to their business 
model and opened up discussions ‘beyond short-termism’; 
Peter Mulscher (PS2) shared how the organisation has 
had to embrace a nomadic model to survive; Ken Bartley 
(Artisann Gallery) talked through public/private interde-
pendence and the conditions required to foster a market 
for art in the city; and Ben Crothers (Naughton Gallery 
at Queens University) shared the different challenges of 
working within an academic setting. Largely, these areas 
of discussion were not new, though there was a collective 
sense that a tipping point had been reached.

The Naughton Gallery

Ben Crothers
Curator

SITUATED AT THE heart of Queen’s University 
Belfast on the first floor of the iconic Lanyon 
Building, the Naughton Gallery is one of the 
city’s most well-known visual arts spaces. Now 
approaching its twentieth anniversary, the gal-
lery was initially opened at Queen’s in 2001, 
before officially becoming the Naughton Gal-
lery the following year.

Named after its generous benefactors, Mar-
tin and Carmel Naughton, the gallery was estab-
lished as a means of showcasing the university’s 
permanent collection, which comprises gifts, 
bequests and purchases since the foundation 
of Queen’s College in 1845. The gallery pro-
gramme later developed to feature exhibitions of 
works on loan, both contemporary and histori-
cal, although the permanent collection remains 
on display today, throughout various university 
sites. A range of media is represented in the 
collection – paintings, prints, works on paper, 
sculpture, furniture, metalwork, and silver. Per-
haps most notable is the impressive hang of over 
fifty portraits in the Lanyon Building’s Great 
Hall, featuring highly distinguished sitters 
(including Seamus Heaney, Frank Pantridge, 
Mollie McGeown, and Mary McAleese) by 
artists of international significance (such as Sir 
John Lavery, William Conor, Colin Davidson, 
and Jennifer Trouton).

Interestingly, the Naughton Gallery has had 
just two curators since it was founded. Shan 
McAnena led the gallery from its inception until 
2015, at which point I joined Queen’s in the role 
of Curator and Collections Manager. Impressed 
by the Naughton Gallery’s varied exhibition 
programme, I also recognised opportunities 
to push our programming in new directions, 
overseeing a soft rebranding of the space and 
making a firm commitment to expanding our 
programme’s reach, incorporating new media, 
focusing on contemporary art, and targeting a 
younger demographic, something which I felt 
was particularly important as a gallery on a uni-
versity campus.

The gallery presents a rolling programme of 
six exhibitions per year. Recent group exhibitions 
have served a range of themes, from ‘‘SCUSE 
ME’ (an exploration of body politics and men-
tal health in the age of social media) and ‘Phlox’ 
(addressing discrimination within the illustra-
tion industry) to ‘Lemonade Stand’ (framed in 
the context of COVID-19 and the Black Lives 
Matter movement) and our forthcoming show, 

‘Sorry, Neither’ (based around Afrofuturism and 
Black futurity).  Since 2017, the gallery has also 
been running a popular sports exhibition series, 
featuring work by artists who incorporate sport 
and/or sports iconography into their practices, 
whilst also tackling issues such as race, gender, 
religion, politics and sexuality within a sports 
context. Our fourth instalment, ‘VAMOS NIP-
PON!’, launches this summer to coincide with 
the Tokyo Olympics.

These large-scale group exhibitions are com-
plemented by a range of solo opportunities for 
both local and international artists. The gallery 
also runs an extensive series of talks, screenings, 
and special events, both within Queen’s and 
across the city. ‘Art in the A.M.’ is a particular-
ly popular project, through which we facilitate 
informal artist talks at various cafes throughout 
Belfast.

With free admission and open six days per 
week, the Naughton Gallery aims to engage 
and inspire, promoting Northern Irish art in 
an international context whilst also introducing 
international artists to local audiences. Since 
June 2016, 73% of the exhibited artists have 
been based internationally, 83% of which have 
never shown work in Northern Ireland. This 
does not come at the expense of local artists, 
who are given solo exhibitions, opportunities 
to exhibit alongside internationally-renowned 
artists, and who are commissioned to make new 
work for the university’s permanent collection. 

Our next steps as a gallery are to further 
address the diversity and inclusivity of our pro-
gramme, formalised through our ‘Phlox Ini-
tiative’, which launched in September 2020 to 
tackle tokenism and exclusion as we challenge 
ourselves to continually amplify fresh voices and 
champion vital perspectives. Between June 2016 
and March 2021, the gallery exhibited work by 
over 120 visual artists with an almost equal gen-
der balance, 29% of whom were people of colour, 
with 26% from the LGBTQ+ community.

Throughout our entire programme we aim to 
be as diverse and inclusive as possible, in terms 
of the artists with whom we work, the art we 
exhibit, and the audiences we welcome through 
our doors. From our historic collections to our 
contemporary exhibition programme, we hope 
that the Naughton Gallery has carved out a 
unique position within Belfast’s dynamic visual 
arts scene.
naughtongallery.org

‘Lemonade Stand’ (17 September 2020 – 31 January 2021), installation view, Naughton Gallery; photograph by Simon 
Mills, courtesy the writer.
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Household

Jane Butler
Co-director 

HOUSEHOLD IS NORTHERN Ireland’s only arts 
organisation dedicated to the research and deliv-
ery of public art projects in the region. We are 
committed to artist-led and community-focused 
methods of working. Our projects tell untold 
stories, ask unspoken questions, and reveal hid-
den narratives about Belfast through creative 
visual arts programming. We have worked with 
emerging and established practitioners in creat-
ing new public projects for audiences and partic-
ipants in domestic spaces, city neighbourhoods, 
parks, empty offices, football stadiums, streets 
and other unexpected places. 

Originally founded in 2012, Household was 
run on a voluntary basis by Sighle Bhreath-
nach-Cashell, Eoin Dara, Ciara Hickey, Alissa 
Kleist and Kim McAleese. Household’s events 
have included the delivery of two art festivals 
in over 80 domestic spaces and public sites in 
collaboration with over 170 artists and local 
organisations; a six-week art and residency pro-
gramme across disused city-centre premises for 
the Cathedral Quarter Arts Festival; a diverse 
series of interventions, talks, commissions and 
events in collaboration with creative practi-
tioners and local and international partners such 
as Art Angel, The Design Guild, Tate Modern, 
The Contemporary Arts Society, Goldsmiths 
(University of London), IMMA, CCA Derry 
~Londonderry, Queen’s University, University of 
Ulster, and Gothenburg University. 

Over the last nine years, the organisation 
has transitioned from a voluntary run arts col-
lective into a core funded Community Interest 
Company, following a non-hierarchical model. 
Our board has expanded to include designer 
Sean Greer and artists Sinead O’Neill-Nich-
oll and Jane Butler. Household has twice been 
nominated for the Paul Hamlyn Breakthrough 
Award and for the past three years we have been 
funded by Paul Hamlyn Foundation to deliver 
‘Homeward Bound’, a programme of activity 
within Sailortown, an inner-city historical Bel-
fast neighbourhood. Together with artists, resi-
dents, partners and visitors, we collaborated to 
explore, celebrate and question the area’s past, 
present and future. 

Despite the global pandemic, we continued 
our activity in Sailortown in 2020, through proj-
ects including writer and dramaturg Emily De 
Dakis’s production of an imaginative written 
work, TWO BY TWO, which was formed from 
Emily’s conversations with Sailortown’s resi-
dents, her curiosity about the neighbourhood 
and reflections on globalisation, habitats, Har-
riet the Spy, Noah’s Ark, and loneliness. Emily 

is currently developing an audio version of the 
work. Artist Ruth Clinton’s project, The Shipyard 
Slips, explored the love, loss and longing for an 
area and its people through communal singing 
and song. Due to the pandemic, we adapted the 
project and gathered voices through a digital 
recording which exists online, and we plan to 
develop a live version this spring. 

‘Pass The Baby Under the Donkey’ was an 
exhibition at St Joseph’s Church in Sailortown, 
which was the culmination of workshops Thom-
as Wells set up early 2020 with women from a 
local crafts group. Together, they discussed the 
power of female storytelling, recalled home-
made recipes and remedies, making connections 
between memories and the senses. 

In 2018, Household invited Sol Archer to 
Sailortown as an artist-in-residence where he 
developed a project The Production of Daily Life. 
His work focussed on capturing ongoing cre-
ative and community activities with intergener-
ational current and ex-residents of the area. This 
work was brought together as an exhibition, ‘not 
only the earth we share’, at The Golden Thread 
Gallery in April 2021, which included sculptur-
al works, film and an online public programme. 
The work is rooted in questions around rights 
to the city and explores the impact of decades 
of urban planning and development on people, 
place, and ways of life across time. 

Earlier this year we launched two new ambi-
tious ventures: ‘Artists in Neighbourhoods’ and 
‘UPHOLD’. The ‘Artists in Neighbourhoods’ 
programme supports local contemporary artists 
to expand their current practices into the public 
realm and respond to the city’s local neighbour-
hoods. The programme will provide artists with 
pathways to create accessible and meaningful 
experiences of contemporary art at various sites 
across the city. With an emphasis on an in-depth 
research and development phase, and with the 
aim of trialling new approaches to commis-
sioning public art in the city, over the next year 
we will be working with artists Brown & Bri, 
Michael Hanna and Jan McCullough to develop 
new public art commissions for Belfast. 

This year we also launched ‘UPHOLD’, a 
not-for-profit online platform for promoting 
and selling work by contemporary artists based 
in Northern Ireland. The website profiles artists 
and their work, creating opportunities for expe-
rienced artists with a strong practice to expand 
into the commercial arena through the support 
of our curatorial team. 

householdbelfast.co.uk

Sol Archer, not only the earth we share, 2021, video still; image courtesy of the artist.

Why Belfast?

Justine McDonnell
Visual Artist

THE QUESTION PEOPLE often ask me is “Why 
Belfast?” Departing from the vision that artists 
play an essential role in an open and innovative 
society, Belfast creates the conditions for artists 
to thrive. It is a city that embraces a diversity of 
practices and allows for a multitude of voices. A 
place that over time became a reflection of my 
own personal practice. Encounters with frag-
ments of narratives, lasting silences and histori-
cal erasures, it reveals itself through complexities 
and layers of meaning.

After graduating with a BA in Fine Art 
from TU Dublin in 2015, I relocated to Belfast 
to study for an MFA at The Belfast School of 
Art, University of Ulster. Having a long and 
proven track record of providing a rigorous 
studio-based programme, the MFA produces 
a multi-disciplinary artist community that is 
highly experimental and critically engaged. The 
advice and guidance I received from core staff, 
mainly Mary McIntyre and Dan Shipsides, has 
played a crucial role in unlocking the potential 
of my practice and shaping the clarity of my 
vision and ambitions to date. 

Belfast flourishes with artist-run initiatives, 
galleries and studio collectives, who foster hands-
on, innovative and collaborative approaches 
to making. As an artist fresh to the Belfast art 
scene, this was unique and exciting to witness. 
My position as a co-director and chair of the 
board of Platform Arts, opened up the possibil-
ity to contribute to the framework that allows 
artists to thrive in an accessible and contempo-
rary setting. Working alongside a committed 
team of directors, filled with drive and ambition, 
was the most valuable training ground, as they 
continue to create rich and exciting platforms 
for artists to deepen their practice.

Community and connection with my peers in 
Belfast has always been important. I embrace the 
opportunity to develop work independently and 
collaboratively. Organisations such as Digital 
Arts Studios and PS2 have had a strong impact 
on the development of my practice. When 
selected for The MAC’s ‘Curatorial Directions’ 
programme in 2017 – led by The MAC’s curato-
rial team and guest curator Manuela Pacella – I 
had the opportunity to engage with the impor-
tance of text in relation to exhibition-making. 
As my work has an ongoing engagement with 

experimental writing, this played a vital role in 
unlocking future professional opportunities and 
collaborations.

After completing my MFA, I was commis-
sioned by curator Clare Gormley (now Head of 
Partnerships and Collections at Belfast Photo 
Festival), to make a new work for the exhibition, 
‘We Speak Silent’ at PS2 (21 September – 14 
October 2017). To be included in this group 
show at an early stage of my career was an invalu-
able experience. Throughout the process, Clare 
continually challenged my own preconceptions 
of what my work could be, both formally and 
conceptually. Her constant support, ambitious 
curatorial vision and independent research con-
tinues to influence and inspire my work. 

Receiving the Flax Art Studios Graduate 
Residency Award provided me with a studio for 
one year. As a graduate, I felt Flax really offered 
a professional environment that was both criti-
cal and supportive. It granted me the time and 
space needed to develop my practice at an excit-
ing stage of my career. As part of the award, I 
received a solo exhibition at the Golden Thread 
Gallery Project Space. This was a vital step as I 
approached making work on a larger scale and 
has been the catalyst for major advancements in 
my practice to date. I also pushed my enquiries 
into Acts of Response – a collaborative text, with 
contributions from writer and curator, Manuela 
Pacella, that was displayed within the installa-
tion. 

Early last year, I was selected as one of six 
emerging artists by Harriet Cooper, Head of 
Visual Arts at Jerwood Arts in London, for 
‘Distant Dialogues’, a programme connecting 
regional artists with curators. I was fortunate to 
work with curator Zoe Watson and have been 
commissioned to make a new sound work for 
the ‘Interruptions’ programme at Holden Gal-
lery, Manchester later this year. 

As an artist still based at Flax Art Studios, 
Belfast continues to be a fantastic and viable 
context to further an emerging practice. The city 
has nurtured some of the most important rela-
tionships and support networks that still sustain 
me and is filled with artists and organisations 
who continue to point to the future. 

mcdonnelljustine.com

Justine McDonnell, Narrative Against Itself, 2017, installation view, PS², Belfast; Photograph by Simon Mills.
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Continuum: Belfast & Beyond 

Gerard Carson
Visual Artist 

I’M BECOMING INCREASINGLY occupied 
with concepts surrounding the idea of ‘contin-
uum’. Points where things, entities and objects 
bleed into one another. Merging into contor-
tions where the past, present and future coex-
ist in simultaneous continuities. Belfast itself 
exists within this strange interzone. Its identity 
as a city is that of a chimera, comprised of its 
numerous and weathered ‘peace-walls’, political 
emblems and endlessly debated histories. The 
grit and grime of concrete and rusted relics of 
industrial commerce sit alongside the glimmer-
ing exteriors of office complexes, the novel con-
structions of global finance, tech industries and 
property speculation. The aesthetics of economic 
aspiration meet the debris of trauma. 

Growing up during a period of paramilitary 
ceasefires and the Good Friday Agreement, I 
was conscious that the contingencies of this part 
of the world lay just beneath the surface of dai-
ly events. The Gordian knot of Belfast remains 
entangled today. Within this entanglement 
there exist anomalies, points of entry and egress, 
and lines of flight that burrow through the quo-
tidian events of the city. These entanglements are 
inscribed upon my memory, at times seeming as 
if they are not my own, but transplanted from 
another time, another point in the continuum. 
As if the city itself were a recording medium, 
not too dissimilar to the machinations of a story 
such as Nigel Kneale’s The Stone Tape, where a 
team of sonic researchers discover the ability to 
replay past events from experiments conducted 
within the stone walls of a medieval mansion’s 
cellar. Belfast as techno-gothic castle. What 
does this do to one’s prehension of a place? 
When can one say I am from here? How does 
one access these slipstreams of the continuum? 
What methods can be deployed as a means of 
navigation? 

I often think of the process of sculpture as 
a method to engage in speculative archaeology 
or prognostication. It becomes a technology 
of world-building, finding a synthesis between 
disparate and dispersed forms, where ecologies 
coalesce, break down, and venture back and 
forth across vast expanses of time and space. 
They gather within assemblages of inorganic 
materials, tenuous constructs of jesmonite, steel, 

plastic and concrete. Twinned with digital pro-
cesses, such as 3D model-making and audio pro-
duction, material reality begins to adopt weird 
rhythms. The tempo is polyrhythmic, multitudes 
weaving in conjunction. Virtual and actual are 
folded on one another. The line between the real 
and abstract dissolves, revealing the contortions 
of the continuum. The borders are becoming 
increasingly difficult to maintain; they’re flowing 
into each other. You can’t tell where the begin-
ning ends and the end begins. It’s all becoming 
too murky. 

This time last year, I was on residency in 
Tokyo. Drifting through Tennouzu Isle, Shi-
nagawa, Shinjuku. Photographing, drawing, 
creating simulations. Scoping hardware, infra-
structures, passages. The megalopolis of Tokyo 
has many warrens in which to embed oneself. 
Temples, alleys, subterranean passageways. But 
then the virus ran riot, cutting the residency 
short of its expected duration. Retreat to Bel-
fast. Was that last year? It’s hard to tell. The virus 
seems to be dilating time – one of the stranger 
effects it has upon the human psyche. This point 
in the continuum is a difficult route. We should 
tread with caution. 

In my studio at QSS in East Belfast, the 
sculpture I’m currently working with balances 
precariously, propped with supports made of 
concrete, steel and thermoplastic. It appears as a 
fragment of a large fossil, adorned with abstract-
ed ciphers, extracted from some future topolo-
gy. At my work-desk, my laptop is rendering an 
animation that’s been in production for the past 
month. The screen builds the animation progres-
sively, frame by frame, depicting a simulation of 
the ancient Liagán Áine dolmen, relocated to a 
liminal ritual space dispersed with relics, electri-
cal pylons and toxic substances. Manifestations 
within the inversions of an unknown ‘Area-X’. 
The dolmen, a traveller in a shifting realm. An 
object that resides on cosmic timescales. Its 
lithic substance moving imperceptibly. Maybe 
these morphing bodies offer a means to navigate 
the strange continuum of Belfast and beyond? 
Companions in the murky slipstream. 

gerardcarson.com

Gerard Carson, Legion I, 2020, wood, concrete, steel, hessian, jesmonite, clay, plaster, wire, thermoplastic, twine, 
candle, copper leaf, beads, emulsion, spray paint, acrylic paint; Image courtesy of the artist.

Reimagining Youth Engagement 

Clodagh Lavelle
Project Coordinator, Reimagine, Remake, Replay

REIMAGINE, REMAKE, REPLAY (RRR) is a 
Belfast/Derry-based youth project making con-
nections and opportunities within the Northern 
Ireland arts, heritage and cultural sector. The 
four-year project, funded by the National Lot-
tery Heritage Fund, engages young people to 
connect with museums and heritage through 
digital technologies and creative approaches. 
The project is led by a consortium of partners: 
Nerve Centre, NI Museums Council, National 
Museums NI (NMNI) and NI Screen.

RRR’s free programmes offer a variety of 
subject matters, technologies and themes, with 
the only criteria being that participants are aged 
16-25 and living in NI. No prior experience is 
required. Typically underrepresented in the heri-
tage sector, young people learn about themselves 
and their past through creative courses in dig-
ital fabrication, digital design, creative writing, 
photography, film, animation and audio mixing. 
Pre-lockdown, project activity focused heavily 
on specialist technologies such as virtual real-
ity, 3D printing and laser and vinyl engraving, 
taking place weekly within its seven NI partner 
museums. Since lockdown, in an effort to keep 
all programmes free and accessible, courses have 
changed to become reliant on free open-source 
software.

A key aspect of RRR is its steadfast youth-led 
ethos, whereby project activities and outcomes 
are driven by participants’ ideas and input and 
supported by project team members and muse-
um staff. One such success was the appointment 
of participant, Niamh Kelly, to a full-time paid 
Youth Ambassador role in February 2020. Nia-
mh shared: “I loved the creative community of 
the project; my ideas and opinions being listened 
to and being supported to respond creatively to 
museum collections. When they advertised the 
role of youth ambassador, it proved a commit-
ment to further amplify the voices of young peo-
ple in the museum sector.”

This approach, especially the keenness to lis-
ten to the voices and concerns of its participants, 
has helped steer the project toward collaborating 
with a plethora of NI artists, activists and cre-
ative organisations. A recent collaboration with 
local activist-art initiative, She Sells Sanctuary 
(SSS), was set up as a response to the harrowing 
rise in reported domestic abuse cases in NI since 
lockdown. SSS launched an online shop for art-
ists to donate artworks to be sold, with proceeds 

going to Women’s Aid NI. In collaboration with 
illustrator Elly Makem, RRR devised a digital 
design programme, where participants created 
artworks to donate to the site, inspired by wom-
en featured in local museum collections.

As stated by participant and illustrator, Han-
nah Sharp: “In my piece I used the influential 
women of our shared history to represent wom-
en, both present and future, who can and will 
make a difference. I loved how uniquely North-
ern Irish this programme was, and it gave me a 
lot more pride about being from here, which is 
something I usually don’t feel. I often feel wom-
en can be neglected within NI history, so this 
group felt especially important.” 

Head and Heart, the project’s first Mental 
Health Arts festival, delivered in lockdown, was 
curated by RRR participants and included talks 
and sessions by art psychotherapists, disability 
advocates, poets, cooks, gardeners and artists. 
The festival provided an online platform for peo-
ple to connect with others who are passionate 
about art, mental health and wellbeing. Weekly 
online arts and wellbeing meetups maintain this 
community throughout the year.

To coincide with International Women’s Day 
2021, RRR’s Reading Renoir was launched, a 
feminist reading group facilitated by Emma 
Campbell (Artist/Activist, Array Studios) and 
Anna Liesching (Curator of Art, NMNI). Par-
ticipants joined discussions and responded in a 
medium of their choice to Ulster Museum’s lat-
est exhibition, ‘Renoir & the New Era’, focusing 
on women in art.

RRR’s youth-led steering groups encour-
age participants to devise project ideas around 
pertinent issues. LGBTQIA+, Climate emer-
gency and mental health youth groups have led 
the project to join forces with The Green Party 
NI, NI science Festival, University of Atypical, 
The Black Box, Usfolk artists, Catalyst Arts and 
Array Studios.

It’s genuinely so exciting to be working on 
RRR right now. A key element of the proj-
ect is that it gives participants the space to try 
things out and develop their confidence, ideas, 
skills and individual practices, which lends to 
the important evolution of NI’s visual arts and 
heritage sectors.

reimagineremakereplay.org

Reimagine, Remake, Replay participant zines; image courtesy RRR.



Visual Artists' News Sheet | May – June 2021

15Regional Focus

Shifting Sands

Artist members
Queen Street Studios 

BELFAST HAS ALWAYS been a city in flux, 
reflecting the very ground it is built upon – the 
words béal and feirste themselves making refer-
ence to a river and the sandbar that traversed it, 
a constant but ever-changing feature. Thus, it 
has always been a city that is hard to pin down, 
to predict or to define simply in a few words. 
But perhaps this nuanced identity is its identity, 
bounded by a sense of persistence, renewal and 
potential.   

Like many arts organisations throughout 
Belfast, Queen Street Studios (QSS) has a story 
that mirrors the city itself. Back in the early 80s, 
there was no studio provision or art suppliers in 
Belfast, no real gallery accessibility for non-es-
tablished artists and little support for graduates. 
QSS emerged in 1984 as a direct response to 
these challenges, starting on the top floor of a 
former printers on Queen Street (up 91 steps); 
with 11 founding members and a grant of £3,000 
from the Arts Council of Northern Ireland. As 
relayed by founding member Damien Coyle: “I 
think it was actually a big sea-change for the 
visual arts in Northern Ireland. It showed that 
artists could take control; they could do some-
thing for themselves.” 

Ten years later, membership had increased 
to 24, with 68 artists passing through the doors. 
In 2001 QSS launched a new gallery space to 
showcase work mostly by emerging artists. Fur-
ther expansion included the ‘digital studios’ in 
2003, which spun off over time to become the 
Digital Art Studios (DAS). Despite such strides, 
our premises on Queen Street had seen better 
days, prompting a move to Bedford Street in 
2013. Here, QSS occupied a fine, street-facing 
gallery with 23 studios spread across four floors. 
Satellite studios for recent graduates were add-
ed four years later at Norwich Union House. 
All was well until 2018 – our annus horribilis – 
which saw the announcement of Bedford Street 
redevelopment, a 100% funding cut (later re-in-
stated) and the Primark fire in Belfast city cen-
tre, which forced the closure of Norwich Union 
House. 

So in 2019, after 35 years of city centre resi-
dence, QSS moved to what was once the Bloom-
field Bakery in the heart of East Belfast. This 
relocation has worked well, with forty artists 
now occupying 37 self-contained studios and 
a 354m2 refitted exhibition space. 61% of our 
studio-holders have been professionally active 
for more than ten years, with a further 25% of 
studios ring-fenced for early career artists. These 
details aside, the unfolding story of change and 
renewal is told best by the artists themselves:
Jennifer Trouton: I joined Queen Street Stu-
dios in 1997 on the cusp of the Good Friday 
Agreement; a recent graduate excited to be part 
of Belfast’s largest artists’ studios. Less exciting 
was the crumbling building with buckets every-
where for the leaks and ice inside the windows 
during the winter. Like the city itself, QSS has 
endured spending cuts, gentrification and most 
recently COVID-19, and we have weathered 
them together. I am proud to have played a role 
in our development, helping with the set-up of 
the gallery in 2001, the digital studios in 2003 
and the relocations in 2013 and 2019. Despite 
these upheavals (or maybe because of them), a 
constantly growing inter-generational commu-
nity has emerged, critiquing, encouraging and 
supporting each other. Like any long-term rela-
tionship, the dynamics within QSS can some-
times be challenging, but it has been a constant 

in my life and the development of my career, 
and I am very grateful for it. No longer a young 
graduate, I’m pleased to see a new generation of 
artists pushing QSS forward with ambition.
Clement McAleer: After a long spell in 
England where I studied (at Canterbury and the 
RCA, London) and lived for a further 25 years 
(Liverpool), I returned to Belfast in 2003. The 
city is much changed for the better with a real 
creative buzz in all areas of the arts. I joined QSS 
in 2003 and settled in quickly, given the variety 
of practice, exchange of ideas and high level of 
commitment. Having a gallery space within the 
studios to showcase exhibitions from around 
Ireland and the UK is of great benefit and a con-
stant source of inspiration.
David Haughey: I’ve been a resident in Bel-
fast since 1997. Over the past twenty years, I’ve 
watched the city contort into the odd shape it 
currently holds. Perhaps it’s true of all cities that 
nothing remains stable. However, Belfast seems 
to have an urge to unburden itself from its built 
heritage, maybe not surprising given the con-
tested nature of this place. From my studio at 
the East Belfast incarnation of QSS, my time in 
Belfast appears bookended by the events of the 
North Street Arcade fire (2004), then the blaze 
and subsequent demolishing of the ‘Bank of the 
Four Johns’ (2018). In the past, I have worked 
with the arts organisation Factotum and made 
drawings for The Vacuum. Their offices were 
burned in the North Street fire, and I was a key 
holder in the Norwich Union House satellite 
studios established by QSS – later abandoned by 
necessity, due to the fire at Primark. The former 
blaze coagulated a set of relationships defining 
much of my twenties, while the latter deposited 
a large group of artists in the east of the city, 
myself among them.
Sharon Kelly: In 1989, a few fellow University of 
Ulster MFA graduates and I made the decision 
to stay in Belfast, when much of the traffic was 
going the opposite direction, over the water. We 
founded Flax Art Studios on the Crumlin Road 
in early 1990. These were still difficult times, at 
the height of the conflict and traversing across 
the city was not always an easy or safe activity. 
Due to personal circumstances, I later left Flax 
and rented a small studio with my partner on 
Donegall Street. A set of encounters with oth-
er practicing artists nearby led us to collectively 
establish Paragon Studios on the same street. 
We remained there until our eviction, followed 
by a short-term move to North Street. In 2018 
we were left temporarily ‘homeless’ due to re-de-
velopment proposals and sudden funding cuts. 
QSS and many studio groups located in the city 
centre faced similar upheavals – it felt very much 
like shifting sands for artists’ groups. I took up 
studio in QSS in March 2019, just after their 
move to East Belfast and it has been a really 
refreshing, welcoming and supportive expe-
rience. QSS is home to artists of varying ages, 
backgrounds and career stages and it makes me 
smile to reflect that I am now one of the ‘elder’ 
artists! It is great to see how persistently artists 
have continued their practice over many years 
and to witness the younger generation availing 
of the wonderful studio spaces, supported by a 
very engaged board and administrator. Reloca-
tion has provided a fresh perspective and new 
possibilities; perhaps expanding the layers of 
experience of operating in this unique city that 
is Belfast.
queenstreetstudios.net

Gallery at Queen St, courtesy of QSS.

Family workshop with Catherine Davison, courtesy of QSS.

‘Moments of Inception’, curated by Eoin Dara, 2013, courtesy of QSS.
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Catalyst Arts 

Jen Alexander, Tara McGinn, Rachel Botha, Cecelia Graham, Manuela 
Moser and Kate Murphy
Co-directors 
IN 1993, A group of artists teamed up and 
endeavoured to make a diff erence in the North-
ern Irish art scene, and today, Catalyst Arts sits 
steadfast as Belfast’s primary artist-led space. 
Staying true to its name, Catalyst Arts reacts by 
off ering opportunities, supporting practices and 
sustaining a community whilst always looking to 
the future. Its ability to change, transform and 
adapt serves to nurture the expanding varieties 
of artistic work from emerging to established 
practitioners. Whether local, national or inter-
national, Catalyst Arts is a platform that facil-
itates the alternative middle ground of cultural 
programming and production, allowing it to 
thrive in an accessible and contemporary setting. 

Catalyst Arts is a non-profi t and a mem-
bers-based organisation, meaning that a ded-
icated committee is responsible to care for its 
members; the organisation is run by artists for 
artists. Catalyst Arts welcomes anyone who is 
interested in volunteering. Th e two-year turn-
over ensures Catalyst Arts remains vibrant with 
new energy, learns from its mistakes and avoids 
stagnation. Th is provides the changing team 
with the experience, skills and presence to sup-
plement their careers to keep moving forward.

With our doors fi rmly shut during the 
COVID-19 crisis, we adapted and reimagined 
our annual programming. In 2020 our Members 
Show piloted Catalyst Arts’s fi rst online exhi-
bition to great success, while Ulster University’s 
second year Sculpture & Lens group had a tre-
mendous Instagram Takeover. Th is informed us 
on how we could create a hybrid of online and 
real-life programming for our subsequent exhi-
bitions, ‘Water Bodies’, followed by ‘Propagate’, 
‘Disappearing Wall’ and ‘Common or Garden’.

Th is year we are delighted to be a part of 
Belfast Photo Festival 2021. Th e exhibition 
will consist of new work commissioned by 
Catalyst Arts’s members, exploring the theme 
of ‘future(s)’, which is supported by the Arts 
Council of Northern Ireland Sustainability and 
Renewal grant. In addition, a small publication 
will include responses by invited writers from 
across the UK and abroad. 

‘Sam’s Eden’ was our fi rst Director Show 
of this year, bringing together a collection of 
queer writers, artists, poets, printers and activists 
working internationally within an exhibition in 
printed matter. Th roughout the month, which 
coincided with LGBTQ+ History Month, the 
contributors gathered together materials, and 
engaged in collaborations virtually. Th e exhibi-
tion included screenings of new work by Day 

Magee and Yarli Allison, and an original per-
formance work, MY LOVE LETTERS, with Dr 
Richard O’Leary, as well as the formation of an 
LGBTQ+ Steering Group with Ulster Muse-
ums, engaging young people in activating queer 
histories through museum collections. ‘Sam’s 
Eden’ will offi  cially launch in summer 2021.

In August we have an exhibition that focus-
es on the artist-led archive to challenge the 
politics and power dynamics of the traditional 
archive. Th e exhibition aims to consider how we 
can collect the subjective, personal and ephem-
eral – the ‘unarchivable’ – and to understand it 
not as a collection of ‘inanimate fossils’ but to 
explore its potentiality to disrupt and agitate. 
Artists include Alice Rekab, artist-in-residence 
Nollaig Molloy, collaborative interventions with 
the Department of Ultimology and the Digital 
Archive of Artists’ Publishing (DAAP). Public 
programming will include a series of workshops 
as well as talks with the Artist-led Archive 
founder, Megs Morley, and other artist-led 
organisations from the island of Ireland. 

FIX21 will be the latest iteration of our 
long-running performance art biennale, estab-
lished in 1994. FIX has hosted an international 
and local catalogue of artists over the years, as 
well as partnerships from across the world. For 
this year’s edition, we want to showcase all of 
these connections and partnerships, while high-
lighting Belfast as a creative centre for perfor-
mance art. We will be investing in new technol-
ogies and equipment to further the reach of FIX 
as streaming and archiving tools, to continue our 
multi-platform, digital engagement program-
ming.

Catalyst Arts directorship programme has a 
local and international reputation of providing 
a unique training ground for artistic, curatori-
al and cultural production. Candidates who are 
seeking to advance their experience within an 
artist-led model of gallery programming and 
operations are encouraged to apply. Successful 
applicants will gain valuable skills in installation, 
production, funding applications, commission-
ing, outreach, education, archiving and admin-
istration work. Th is is an exciting opportunity to 
join one of Northern Ireland’s leading contem-
porary art spaces. 

catalystarts.org.uk

‘Water Bodies’ (6 August – 3 September 2020), installation view; Photograph by Simon Mills, courtesy of Catalyst Arts.
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Austin Hearne, Whispers, 2021, film still; © and courtesy the artist. 

Whispers in the Aisles
AUSTIN HEARNE DISCUSSES HIS NEW FILM, DUE TO 
BE SCREENED AT THE DARKROOM, DUBLIN.

I DON’T KNOW how anyone else feels, but I experience the 
constant spectre of the Roman Catholic Church in daily life. 
Our national airwaves are flooded with news stories sur-
rounding this institution. The Angelus bells ring out on TV 
and radio at six o’clock every day. Mass, papal visits, cleri-
cal vox-pops are given regular slots on all media platforms. 
Christenings, communions, confirmations, weddings and 
funerals are all fundamental rituals in Irish family life. The 
omnipresence of beautifully ornate church buildings domi-
nates every city, town and village across this land. 

As a young boy, confused about my sexuality, I felt bom-
barded by their politics. Coming of age as the AIDS crisis 
hit in the mid to late 80s was terrifying; the Catholic Church 
where quick to take advantage of the vulnerability of queer 
people at this time and sermons from the pulpit raged against 
us. I was still forming, maturing at this time and the effect of 
all this was profound, leaving its mark. As the AIDS crisis 
peaked, news of clerical abuses were starting to surface; here, 
homosexual men were being blamed solely for this horror too. 
The panic I felt at the prospect of coming out to my family at 
this time slowly turned to rage and the seeds were sown. I was 
triggered and continue to be to this day, by the hypocrisy and 
repugnance of this corrupt institution. Unbelievably, here we 
all are, in 2021, in the wake of two tumultuous referendums, 
a populous set up by church and state to vote for or against 
lives, loves and bodily autonomy. 

I see the value that other people get out of their religion 
and faith. I experience and benefit from it too, the sereness 
one can feel in the quiet, sublimeness of a church building or 
during a ceremony. I light candles for my deceased parents 
and niece, taking time out to remember and reflect. There 
really are no interiors like those of the cavernous spaces of 
churches and cathedrals. The clash of architectural styles, the 
beautiful marble, the ghoulish artwork and the oh-so-drag 

costumes inspire in me an almost fetishistic drool. I am still a 
member of the Catholic Church. I was too slow in taking the 
opportunity to be counted out. Count Me Out was a cam-
paign in which an option to formally defect from the church 
was available. However, in 2012 changes in canon law took 
away this choice, so there is no way for me to de-register, and 
so I am still a child of God. A very bold child of God. 

My practice is grounded in photography with an openness 
to branch into other media. This medium, in its infancy, is 
ripe for experimentation and opportunities to create some-
thing new. Photographic practice is still progressing at light-
ning pace, unlike the ancient medium of painting, where its 
advancement has slowed. The portability of smart phones, 
with their ability to manipulate, mediate and publish, has 
shaken the foundations of the photographic medium. I have 
always been aghast at the inference that analogue photogra-
phy is the premier mode of making and taking photographs. 
I have embraced the iPhone with its tiny camera lens, its size, 
its silence, its ability to become part of me and not be seen. 
It gets me into spaces like churches, where I am just another 
parishioner with a phone in my hand, invisible. It is import-
ant to me that I am not seen as an intruder, a clicking voyeur. 

Undeniably, the most important thing to happen to the 
medium over the past decade or so is social media and in par-
ticular, Instagram. Its story function has long been a weapon 
that has aided and added to my arsenal of generated mate-
rial. I use this snappy tool to create 1 to 15-second videos 
that dissolve from public view after 24 hours. My visits to 
ecclesiastical sites to photograph, naturally progressed into 
shooting moving image. Performing with and for the Insta-
gram-supported video camera, asserting my queerness into 
these monumental spaces and moments, this marriage of 
platform, tool and artist became the genesis of my first film, 
Whispers (2021).  

Whispers is the culmination of ten years of short video 
snippets, filmed in and around ecclesiastical sites. As a flâneur 
of these sites, with an interest verging on obsession, I record 
and observe an institution that asserts its power, turning the 
tables, staking a claim over time and space in the buildings 
to which I have been cleverly indoctrinated into. These are, 
after all, my halls of splendour. I realised that I had hundreds 
of these short video clips on hard drives and computers and 
decided that it was time to edit them down. Initially, this 
was an exercise in safeguarding my video archive; however, I 
soon saw the opportunity that this material had to be edited 
together to encapsulate the many aspects of my practice, to 
create a film work. 

These snappy vignettes, edited together crudely in a cut 
and paste fashion, result in a jarring kaleidoscope of sound 
and imagery – ranging from quiet, reflective beauty, to snide 
side-stabbing statements. This document is never ending, 
looping, non-linear. Straddling fact and fiction, it situates me 
as a queer artist, engrossed within a world of Catholic culture. 
It is a purgatorial, gloomy romp around the days of the same-
sex marriage referendum of 2015, the abortion referendum of 
2018, and the delightfully damp Papal visit of Pope Francis 
to Dublin in 2018. Whispers, like most of my output, posits a 
world in which the Catholic Church’s dominance is dimin-
ishing on one hand and on the other, distilling into a newer, 
more intolerably repellant form. As soon as is possible, I’d 
like to leave the Catholic Church, to be one less. Canon law 
says that I can’t, so I’ll stay, play and prance merrily and gayly 
down the aisles.
Austin Hearne is an artist based in Dublin. He was 
invited by Mella Travers to show Whispers in The 
Darkroom, Dublin, as soon as Level 5 public health 
restrictions ease.
bishopaustinhearne.com

Austin Hearne, Whispers, 2021, film still; © and courtesy the artist. 
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The Emergent Symbiocene 
AUDREY WALSHE DISCUSSES A RECENT RESEARCH PROJECT 
FOCUSING ON THE PARKLANDS OF CASTLETOWN HOUSE.

WORKING IN COLLABORATION with artist, Marie Phelan, 
I recently developed a project exploring the historical imag-
inings of the parklands at Castletown House in Celbridge, 
County Kildare. During the developmental work, which was 
supported by Creative Ireland and Kildare County Arts Ser-
vice, we considered the site’s botanical and river-scape histo-
ries, as well as its built heritage. 

With an academic background in cultural studies and 
contemporary art, as well as a practice which is based around 
botany and gardening, I have always been curious about the 
deeper cultural and socio-political motivations which exist 
behind planting and landscapes. Gardening is a well appreci-
ated activity globally; over the last year more than ever, people 
have found solace and stability in the predictable rhythms of 
nature during a chaotic and terrifying period. Yet the act of 
gardening in a contemporary sense often uncritically mirrors 
historic aesthetic desires, which were entirely uninformed by 
ecological understandings.   

What appears to be a benign activity is ultimately an act of 
intervention, especially when science informs us that current 
environmental actions are promoting a mass species extinc-
tion event. Given that the UN has recently urged all signatory 
countries, including Ireland, to restore the world’s ecosystems 
within a mere decade (under the UN Decade on Ecosystem 
Restoration 2021-2030), we realise gardening has a profound 
ethical dimension and must involve ecological understanding.

Th e eighteenth and nineteenth-century imperialist mind-
set had little understanding that many botanical or horticul-
tural interventions were unsustainable for future generations. 
Few realised the consequences of uprooting or importing 
exotic specimen plants, nor how monoculture planting inter-
rupts ecological systems. To address the eco-social challenges 
of today, state managed properties must promote ecological 
harmony for all species. 

Our archival research examined the records pertaining 
to planting for the gardens of Castletown House, with par-
ticular interest in Lady Louisa Connolly’s time as custodian 
there. I wondered whether her connection to the place infl u-

enced its development, or indeed, if Lady Louisa’s activities 
were symbolic of a misguided worldview, which while carried 
out with good intentions, was neither inclusive nor sustain-
able in the long-term. Th e owners of these properties were 
concerned with showcasing beauty, as well as displaying and 
maintaining power – the taming of the land mirroring the 
colonial occupation of the island, with these show gardens 
often providing a veneer to obscure deeper social and eco-
logical violence. 

Marie and I wished to examine this notion of time and 
how the past, present and future are connected by the natu-
ral world. In the midst of the global pandemic, our thoughts 
turned to connection and fi nding humanity, as the world dis-
played a collective fragility. Taking our archival research as a 
starting point, we grappled with how to create our response, 
as our initial plans for interactive, site-specifi c, outdoor 
installations were impacted by the pandemic restrictions. We 
were lucky to have been able to complete several site visits, 
which retrospectively became the basis for the production of 
a short fi lm, Interventions, exploring the many layers of cus-
todianship for the estate and the traces that exist today.  In 
the absence of physical human connection and with limited 
movement allowed, we both retreated to continue working 
remotely – Marie focusing on audio and lens-based media, as 
I planted the same lilacs and rose varieties chosen for Castle-
town in the 1700s.

During this time, I was reading the work of environmental 
philosopher, Glenn Albrecht, a former professor of sustain-
ability and leading thinker on the psychological, emotional 
and cultural relationships between people and place. In his 
book, Earth Emotions: New Words for a New World, Albrecht 
created a new vocabulary to express the crisis of our emo-
tional relationship with planet earth.1 Th is quest for a new 
language is not only a way to express the challenges human-
ity is currently facing, but also an attempt to create ways of 
overcoming our ecocidal past, while imagining a future that 
fosters mutual benefi t for all living beings and ecosystems. 

Albrecht put forward two key concepts – ‘solastagia’ 

and the ‘symbiocene’. Th e fi rst has already become widely 
accepted within the creative arts and humanities as a way of 
understanding the impact of environmental change, while 
acknowledging the severe trauma to people whose homes 
are damaged or degraded. Albrecht describes solastalgia as 
“the homesickness you have when you are still at home.” As 
a possible way out of our current age and mind set, Albrecht 
simultaneously puts forward the idea of the ‘symbiocene’, 
which opens up the possibility of an earthly ‘home’, symbioti-
cally unifi ed with all living things and life processes. Albrecht 
notes that “in the emergent symbiocene, human identity will 
once again be anchored in place and region, however, it will 
not be the identity of the past. Th e new identity will have to 
be an act of creation.”

Th ese ideas were key for me to consider at Castletown 
House; it was as if Castletown manifested some of Albrecht’s 
concepts. An estate created from wealth and privilege in an 
unequal society – a place which had truly advanced horticul-
tural practice for its time – now looks towards new ways of 
engaging with the concerns of contemporary society, evident 
in ventures such as the recently planted biodiversity garden. 
In a late-capitalist context, such initiatives help to build new 
systems that serve people and the planet in a more equal way, 
whilst recognising the geopolitical histories of power and the 
ecological damage attributable to colonial and patriarchal 
legacies.

Audrey Walshe grows fl owers from a greenhouse 
and garden in The Curragh, as part of a long-term art 
project. She is interested in the material culture and 
social history of fl owers and is currently researching 
histories around the documentation of bio-collections 
in Ireland.

Notes:
1Glenn A Albrecht, Earth Emotions: New Words for a New World, New 
York, Cornell University Press, 2019

Marie Phelan and Audrey Walshe, Interventions, 2021; fi lms stills, 
courtesy the artists.

Marie Phelan and Audrey Walshe, Interventions, 2021; fi lms stills, 
courtesy the artists.

Marie Phelan and Audrey Walshe, Interventions, 2021; fi lms stills, 
courtesy the artists.
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Jake and Dinos Chapman, One Day You Will No Longer Be Loved, 2020; fi lm still © the artists, courtesy of passing-time.org
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‘Passing-Time’
passing-time.org
20 March 2020 – Ongoing

‘PASSING-TIME’ IS an artist-led video channel, 
aspiring to represent a dynamic, growing archive 
of artistic practices and preoccupations during 
the COVID-19 pandemic, creating a collective 
‘meta-artwork’ and ‘composite portrait’ to refl ect 
on this period. Th e project was initiated on 20 
March 2020 by Alex Perweiler, Cecilia Bengolea 
and Neville Wakefi eld, on the occasion of the 
fi rst ‘shelter-in-place’ in California, the earliest 
of the fraught, fl uctuating lockdowns in the 
United States. Artists, writers and curators are 
invited to submit video works of less than one 
minute, which are played continuously in an 
‘algorithmically randomised’ and anonymised 
stream across the entire browser-window with 
no credits, links or information whatsoever. 
Th ere is only a short statement of intent and 
an alphabetically ordered index of contributor 
names presented on separate pages.

Th e montage of videos off ers an eclectic range 
of performance, cinematography, narrative and 
animation. A beach with lapping waves is pro-
jected onto a screen in the forecourt of an aban-
doned shopping mall; a woman dances naked 
on a cliff top, silhouetted against a pink-tinted 
skyline; fi re offi  cers attending a shop engulfed in 
smoke are captured from an apartment window 
high above; dashcam footage shows a vehicle 
driving through a blizzard on a desolate, hori-
zonless road. Th e most obvious formal quality 
is the transition to new videos in no discernible 
pattern. One’s experience of this is subjective, 
but for me the salient feeling is uncertainty: “I 
think I missed something; can I pause and go 
back? I’ve seen this one before – is there a pat-
tern I’m missing?”

It isn’t easy to parse by design; however, look 
closely and some recognisable names draw one’s 
attention. Th ese include Ryan Gander, whose 
characteristic work (should you see it) features 
an animatronic mouse philosophising on death 
through a ragged hole in a gallery wall. Curator 
Hans Ulrich Obrist reproduces something his 
Instagram followers might have already seen, a 
vlog asking animals to describe their unrealised 
projects. Th omas Hirschhorn sits in a studio 
holding a painted Muhammad Ali quote: “Don’t 

count the days. Make the days count.” Amidst a 
broad span of practices are three standout con-
ceptual strands. Th ere are what one might call 
the more ‘traditional’ artworks, the characteristic 
products of artists normally shown in museums, 
such as a video rapidly cycling through Jake and 
Dinos Chapman’s series of vandalised Victorian 
portraits, One Day You Will No Longer Be Loved
(2008-ongoing). Other contributions are more 
intentionally frivolous or light-hearted, includ-
ing a harmonica performance and vlog-style 
diary pieces, while others more candidly address 
the traumatic event unfolding around us with 
gestures of empathy and solidarity.

Chit-Chat by Hadi Fallahpisheh and Benja-
min Lallier is, for me, one of the most successful 
pieces with regards to the conceptual framing 
of the project. A slideshow of annotated emails 
between the artists rapidly changes on the aff ect-
ing klaxon of a high-pitched, synthetic down-
ward spiral. We scan – panicked – to pick out 
words and phrases and commit them to memo-
ry, without being sure we’ve read or understood 
correctly, if at all. ‘Passing-Time’ explicitly sets 
out not to allow viewers to pause or rewind on 
demand, and while this is not without its issues, 
Fallahpisheh and Lallier’s disorienting gesture 
of digital acceleration is augmented by this for-
mat.

We are challenged to accept uncertainty, 
which is fi tting, because there’s a good chance 
you won’t see Chat-Chat at all, and you’ll just 
have to take my word for it. Th e format thus 
leads me to consider my own agency – if you’ll 
permit it – as a commissioned writer, privileged 
by a press-pack of sorts, supplied by VAN’s edi-
tor. ‘Passing-Time’ describes itself as having “no 
commercial or institutional affi  liation”, leading 
us to infer an egalitarian or grassroots quali-
ty. Anonymously curating high-profi le artists, 
whose work carries signifi cant commercial val-
ue, into a roster of lesser-known artists certainly 
undercuts one of the pillars of value in the art 
market. However, we should be clear on what 
this means: a non-hierarchal framing of art-
works, with an unusually hierarchal framing of 
viewership. ‘Passing-Time’ meets its conceptual 

aims by restricting the viewer’s agency – this is 
a legitimate choice, of course, but it is import-
ant to be aware of its consequences. In the wider 
fi eld of ‘post-internet’ art, we should be cogni-
sant of the prevailing nature of internet-native 
art, such as memes, as a medium that thrives on 
interactivity, reproduction and a tenuous notion 
of ownership. Th e framework of ‘Passing-Time’ 
is an outlier here, still retaining the vestigial for-
mal, hierarchal qualities of the art world that 
came before history stopped.

‘Passing-Time’ aspires to be an archival proj-
ect, but it has no available metadata to locate 
artworks within the timespan of the pandemic; 
the artworks are instead collapsed into a timeless 
lacuna, parenthesised by an overwhelming event. 
Th is obliteration of time may be the speculated 

‘meta-artwork’. It is true that we are in an inter-
regnum when the economy-centric framing of 
time is less relevant, and the shuttering of fragile 
industries consigns working identities to history, 
but we still measure our experience nonetheless: 
daily death-tolls, two-metres distance, 14-days 
quarantine, and more recently, vaccination fi g-
ures. In its framing of content and viewership, 
‘Passing-Time’ symbolically obviates notions of 
identity and time, but it caricatures rather than 
refl ects the lived experience of the COVID-19 
event.

Kevin Burns is an artist and writer based 
in Derry.

Ryan Gander, Still from THE END, 2020, Video documentation of monologue by animatronic mouse. Courtesy of the artist and Lisson Gallery.

Ian Markell, Still from MONDE, 2020, single channel video, Score by Brad Oberhofer. Animation assistance by Shane 
Weeks Courtesy of the artist.
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‘The Museum of Ancient History’
UCD Classical Museum, University College Dublin
March-December 2021

‘THE MUSEUM OF Ancient History’, curated by 
Pádraic E Moore and Dr Jo Day, is installed in 
the Classical Museum, room K216 in the John 
Henry Newman Building at University College 
Dublin (UCD). The exhibition’s title was origi-
nally imagined for the museum by its founder, 
Rev Henry Browne, who assembled the collec-
tion for his ‘teaching museum’ over roughly ten 
years from 1908. 

For now, with all museums closed to the pub-
lic under Level 5 government restrictions, the 
exhibition lives online. A Youtube video by Cian 
Brennan teases, imparting a spectral feeling. Its 
pulsing goth-trance theme, Maelstrom by Laser-
tom, sends the lens panning through the quaint 
room, as museum pieces and contemporary art-
works loom in turn. While limited, the format 
conveys a weird thrill. 

Since the waning of the classical world and 
its ‘rebirth’ in the Renaissance, knowledge of 
classical cultures has been the business of the 
privileged and educated. For many without this 
knowledge base, the classical heritage today is a 
mere language of anachronisms – tacky and sus-
pect, always implying claims to power. The style 
of the church leans heavily into its pedigree: 
the colonnaded spaces make you feel watched; 
the shallow apses are crude diagrams of heaven. 
When Boris Johnson name-checks the politi-
cian Pericles or speaks in Ancient Greek, pro-
paganda is received and, you would think, noted. 
In applying these contemporary art practices to 
the collection of the Classical Museum, ‘The 
Museum of Ancient History’ muses on popular, 
alternative receptions of the classical legacy. 

In watercolours by Charlott Weise, mino-
taurs and hourglass-dancers are saturated – lust-
ful, coercive and performative. Their Latin titles 
are ambivalent between sentiment and exchange 
of personal value: ‘beloved/costly’; ‘duty/gift’. 
Despite the fever of costume and sex organs, the 
seven little pages (measuring 30 by 21cm) have 
a conventional tenor deriving from their classi-
cal charade. It is argued that in the history of 
art, classicising compositional forms inculcated 
social structures.1 As a contemporary comment 
on this, Weise’s work is exultant but sinister.

The Obedient City (2018) by Michelle Doyle 
probes for fragments revealing the political, 
economic and cultural rhetoric of Dublin. Its 
18 plaster casts – the Dublin castles, the old 
Telecom Éireann sign – present like tokens of 
a strange belief system. They evoke an insidious-
ness of visible rhetoric, a distasteful preponder-
ance in the public realm, normally suppressed 
from thought. While memorably droll, the 
humour feels like the sugar coating of alien-
ation. There is a sense of having brushed against 
an unseen store of anger. 

Night was dead, see-thru dark, 2020, is an 
installation by Richard Proffitt, nestled on the 
museum’s linoleum floor, worrying the lower 
part of a display unit. Folded black denim, beer 
bottles, ceramic, a photograph, lime segments, 
present a finicky, ridiculous arrangement of 
sham or inferior ritual practice. The modesty of 
these eclectic materials evokes pathos, and all 
seems guided by forces acting on an individual 
possessed. However, it is as if the spectacle has 
deviated from script, whether through distrac-
tion, fallibility or inclination, suggesting a tena-
cious autonomy in cultural self-definition. 

Material objects contrast against today’s vir-
tual, informational complexion. But this per-
spective overlooks the non-rich world and the 
crucial material fragility underwriting global 

consumption (does the idea of an object now 
unavoidably suggest our stressed planet?). Pat-
rick Hough’s Object Interviews, 2013, feature a 
British Museum Keeper of Egyptian Artefacts, 
a cultural theorist and film prop makers, han-
dling and speaking their expertise on real or 
facsimile ancient artefacts – which abide intru-
sive microphones like bored interviewees. They 
examine the draw of objects in general, as sites of 
informational and interpretive accretion. Their 
use value, if they have any, reflects and informs 
surrounding cultures. Their definition or tran-
sience may strain discourses.

In the foreword of the exhibition book-
let, Moore cites the influence of Rudolf Otto’s 
theory of the ‘numinous’.2 This is a category of 
religious feelings which indicate the reality of 
an unintelligible, ineffable god, who affects the 
religious mind with various exalted experiences 
obscurely indicative of His unconceived essence. 
The notion of meaningfully apprehending the 
unconceived, through affective response, is a 
tempting ennoblement of certain overwhelmed 
states (such as in encounters with ancient arte-
facts) when thought is suspended, inchoate. 

An arrested uncertainty towards objects 
marks the work of Dorothy Cross. Her work can 
seem to unveil inhospitable chaos, with frequent-
ly hybrid, grafted members. In part perturbing, 
the splendid reality of these entities makes the 
experience feel transcendent and nourishing. 
The cast bronze pieces, Three Finches, 2008, are 
elongated, sleek, crowning a flat pyramid coin 
display. They are like shabti – the Egyptian 
funerary figures, which feature in a displayed 
photograph, taken by Cross in London’s Petrie 
Museum of Egyptian Archaeology – gesturing 
towards defining, human needs. 

The politics of information affects Aleana 
Egan’s sifting screens, 2020. A suspended, rectan-
gular steel-framed mesh hovers a few inches over 
an irregular quadrangle of thin, tubular steel. 
Like a fluorescent light unit, this is softly som-
bre. Underneath, a long, wooden table is hugged 
by neatly tucked, cloth-upholstered chairs – the 
kind one might find in a lecture room. Fibrous 
scraps of cellulose are strewn wantonly, like a 
destroyed copy book page. 

‘The Museum of Ancient History’ is laden 
with momentous, multifaceted politics: identity 
politics; eurocentrism, colonialism and the affin-
ity of the alt-right; wealth and education; histo-
ries of art. The treatments are mostly oblique. In 
this context, a striking aspect is the distinctness, 
involved idiosyncrasies and aesthetic concerns 
of the artists’ responses, as well as their physi-
cal separation within the ‘teaching museum’. 
The impression assembles a conflicting variety, 
which is both frightening and inspiring.

Danny Kelly is an artist based in Dublin.

Notes:
1Natalie Boymel Kampen, ‘The Muted Other’, Art Journal, 
47(1), 1988, p 15-19. 
2Foreword to exhibition booklet by Pádraic E. Moore, 
available on issuu.com Richard Proffitt, Night was dead, see-thru dark, 2020, mixed media, dimensions variable; photograph by Louis Haugh, 

courtesy the curator. 

‘The Museum of Ancient History’, installation view, UCD Classical Museum, University College Dublin; photograph by 
Louis Haugh, courtesy the curator. 

Charlott Weise [L-R]: Flanta, 2019; In horto, 2019; Persona, 2019; Munus, 2019; Vapos, 2019; Flanta, 2019, watercolours 
on paper; photograph by Louis Haugh, courtesy the curator. 
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Rory Tangney, ‘Tales of the Future Past’
Online exhibition, rorytangney.com
14 December 2020 – 14 December 2021

IN THE KIND of tangential multiplicity that 
arises from viewing art online, seedling ideas 
can find immediate resolve in sporadic search-
es… Or concentration fragments and paths 
of enquiry lead down a rabbit hole, the initial 
quest forgotten, even as you encounter possible 
conclusions. I’m about to browse ‘Tales of the 
Future Past’ by Rory Tangney. The intro reads:

This project was created during the COVID-19 
lockdown and was intended for online dissemina-
tion.

I look at the images, quickly shuffling to the 
end. I would do that in real life too – I would 
have a quick look through the whole exhibition, 
to get a sense of how much time to spend on 
each individual piece. I navigate back to the 
start and move through the images one by one 
using the arrow keys. A small paragraph of text 
beneath the image carousel reads as follows:

These somewhat surreal, fantastical scenes imag-
ine a future civilization, but its nature is unclear. 
Has civilization broken down and have we revert-
ed to primitive ways of being in the wake of climate 
change and biodiversity loss? 

Images of forms, totems amidst a snowy 
landscape, introduce an imagined topography. I 
can’t tell how the images were created, whether 
they incorporate objects physically rendered and 
manipulated digitally, or whether they have been 
produced entirely through a digital program. 
Perhaps the former, as the totems have a sandy 
texture that looks quite realistic – I’m peering at 
the screen trying to work this out when I real-
ise it doesn’t matter at all, because unlike view-
ing art in real life, I won’t be able to verify this 
through the act of staring intently at the object. 

I open Google Maps and then scroll from 
where I am in Donegal, across the Atlantic to 
the West Indies. I open a tab on the Atlantic 
Ocean; the second largest of the oceans, it sep-
arates the ‘Old World’ from the ‘New World’ in 
the Eurocentric perception of the globe. 

Then I return to ‘Tales of the Future Past’ 
and skip back into the middle of the carousel; 
here I encounter a peculiar, unpeopled landscape 
– maybe an island or archipelago. On the exhi-
bition page, I read the short text again. Like a 
synopsis on the back cover of a Science Fiction 
novel it promises “fantastical scenes” that “imag-
ine a future civilisation.”

I imagine these fantastical scenes taking place 
on an island – the perennial staple setting of Sci-
ence Fiction narratives. Many utopias through-
out history have been islands, including Thomas 
More’s Utopia, which first introduced the term. 
Islands are, by their nature, geographically sep-
arate from the mainland, cut off and isolated 
in ways that can slow the spread of plants, ani-
mals and various types of disease. They can be 
culturally separate too, in terms of ideas, trends, 
dialects and habits. Karen Lord’s short story, The 
Plague Doctors, published just before the onset 
of the pandemic, is set on an island and foretells 
much of what we have witnessed and endured 
over the last year. The forward by Pam Belluck, 
published in January 2020, reads:

…with bodies from the mainland washing up 
on an island where Dr Audra Lee is desperate to 
find an answer in time to save her pox-exposed 
six-year-old niece. It’s the kind of global pandemic 
that should prompt all-hands-on-deck cooperation, 
but Dr Lee finds herself working not only against 
a disease but against a veil of secrecy and selfishness 
erected by wealthy elites who want to prioritize a 
cure for themselves. 

In trying to envision what the future should 

or might be, we consider the human condition 
and acknowledge the failures in society from 
which utopian projections have emerged. And 
Lord, a Barbadian writer, is inherently familiar, 
not only with the conditions of island societ-
ies, but with the impact of perpetual colonial 
exploitation and the inherited dispossession and 
trauma that persists as a direct result. For those 
who have borne the worst violence and oppres-
sion of the capitalist system, a dystopic scenario 
like a global pandemic was perhaps unsurprising 
and inevitable. Lord’s socially aware speculative 
fiction has evolved from a collective wisdom – 
an understanding that the perpetuation of such 
destructive and heinous colonial hierarchies 
would eventually go beyond the control of even 
its instigators. 

At this stage, I Google the famous quote 
about it being easier to imagine the end of the 
world than the end of capitalism and then I 
return to Tangney’s ‘Tales of the Future Past’ 

exhibition tab to look at the images again. A 
line in the text asks: “…have we awakened and 
civilization advanced?” Just as islands can be 
described as a bit of earth that has broken faith 
with the terrestrial world, speculative fiction 
could be considered in the same vein, with the 
potential for visionary perspectives. These days, 
dreaming of other worlds through speculative 
fiction is proving not only pertinent, but crucial, 
as it can offer unique and invaluable opportu-
nities for representing the colonial, postcolonial, 
and neocolonial conditions and thus proffering 
resolutions that need to be heard. 

I click back into the exhibition one last time 
and navigate through the images. Tangney’s 
online exhibition is asking if old Science Fiction 
tropes have something new to offer. And some-
where on the eighteen tabs that are now open 
across my laptop screen, Karen Lord’s short sto-
ry, exemplifies a re-organisation of society that 
might exist separately from the tried and tested 

methods of the mainland, giving rise to a partic-
ular form within speculative fiction and art that 
has the potential to inform the socio-political 
restructuring of civilisation. 

Ingrid Lyons is a freelance writer and 
curator, currently living and working 
between London and Donegal.
ingridlyons.com

Rory Tangney, Tales of the Futurepast III, 2020, digital photograph; copyright and courtesy the artist. 
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Kurb Junki, ‘Meditative Monitor’
Online exhibition, kurbjunki.com
1 January – 31 March 2021

I HAVE TO admit, I approached Kurb Junki’s 
online exhibition, ‘Meditative Monitor’, with 
some trepidation. To an outsider, graffiti writ-
ing tropes and its fissured aesthetic, born orig-
inally from an era of neglect and economic 
decline in New York in the 1970s and 80s, has 
persisted into the twenty-first century relative-
ly unchanged. It’s difficult not to view street art 
now and the grimy subcultures that attend it – 
graffiti and skateboarding – as suffering from an 
unavoidable and incidental trendiness, sprung 
from angsty, disenfranchised teenage boys. The 
foreshadowing of monolithic artists such as 
Banksy, who have pervasively marketised the 
very act that originally pushed against capital-
ism, doesn’t do much to help its cause. So, it was 
a relief to find that Kurb Junki’s online exhibi-
tion was somewhat of a departure from the fren-
zied wall tagging that defines the field.

The exhibition, launched in December 2020, 
comprises roughly twenty paintings, displayed 
on a single page of the artist’s website with a 
glitchy nostalgic video introducing the work, 
referencing the typical time a person spends in 
front of a painting (twenty seconds). There are 
instructions on how to view it: watch the vid-
eo using headphones, scroll down to peruse the 
paintings, contact if you wish to purchase. The 
video itself speaks to a tired aesthetic; it is intro-
duced by an attractive female bot on an out-of-
date iMac monitor. The images of the paintings 
are interjected with footage of someone being 
arrested, while the bot simultaneously defines 
what freedom is. Towards the end, the video 
adapts to our shortened attention span in an 
increasingly digitised culture, flashing the paint-
ings on the screen in quick succession. While 
not exactly innovative from an exhibiting or 
technological standpoint, Kurb Junki has moved 
his practice from the politics of public space to 
the introspective processes of a private studio, 
while simultaneously adapting to the current 
prohibitive conditions of showing work.

When the umbrella term ‘street art’ is men-
tioned in conversation with the Dublin-based 
artist, he expresses his want to separate him-
self and his practice from the term. Previously 

working on wall murals outside, he describes 
how the body of work exhibited in ‘Meditative 
Monitor’ moves away from the publicness and 
risk involved with painting illegally on the street. 
“When you’re working outside, you’re always 
looking over your shoulder, waiting for some-
one to move you along. There’s a performance 
to it as well.” Conversely, these paintings have 
been made alone over the past year in the art-
ist’s studio, where he has explored some of the 
mark-making processes of New York School 
artists of the 1950s and 60s more reflective-
ly. Employing the utensils of street art – spray 
paint, mops, silk screen – and pop culture refer-
ences but taking an abstract approach, Kurb Jun-
ki contrasts the legacy of modernist abstraction 
with the postmodern appropriation of graphics 
and graffiti, not unlike contemporary painters 
such as Christopher Wool or Nigel Cooke.

Although uncomfortable with being called 
a street artist, Kurb Junki deals with the issues 
raised by the pursuit of the field – risk, control, 
surveillance, notions of inside and outside – with 

a tag and pseudonym to boot. The artist’s ‘tag’ is 
the epitome of mass consumption; the ever-rec-
ognisable hamburger is a recurring motif 
throughout the paintings, if not a core compo-
nent. In Roots and Roots II, the separated layers 
of a tall burger appear in a number of stamps 
on the paintings. The same burger logo appears 
on his website and even though it isn’t a lettered 
name like the traditional graffiti tag (which is 
usually barely legible intricate letter work), it 
operates under the same function – a recognis-
able shape that identifies its author. The burger 
is further developed in paintings Burger Abstrac-
tion 49.1, 49.2 & 49.3, in which the individual 
elements are extracted, separated and reduced to 
colourful, chevron shapes and demarcated into a 
grid. The artist pushes this further, by isolating 
one small coin-like element of his burger and 
making it into a stamp, which he uses through-
out most of the other paintings. In Fluorescent 
Ladder, they are divided evenly throughout the 
canvas by a red grid of spray paint. In Balance, a 
triptych, the artist places these stamped shapes 

closer together to make a circle and surrounds 
them with coloured block gesso paint. In Crowd 
Study, a much larger work, the stamps are 
emblematic of a crowd of people. Here is where 
the work enters the territory of similar artists of 
his generation, such as Lefty Out There, where 
the repetition of an abstracted and branded 
shape over a surface area takes prominence.

If not already deduced from the pseudonym, 
skateboarding culture informs the work; Kurb 
Junki is increasingly interested in making skate 
videos and embracing the community that sur-
rounds it. The artist is also creative director of 
Goblin Magazine, a host to the multifaceted 
creative elements of skateboard culture. The 
repetitive nature of performing tricks is a form 
of mark-making in itself, the artist informs me, 
describing the physical effects left when wax-
ing a ledge or rail, or leaving indentations and 
scrapes on a beveled wall. This influence is also 
evident in the gestural work of Tropical Mop 
and Pink with Prism, arguably the most lay-
ered and colourful of the works exhibited. The 
artist describes dedicated skate spots, such as 
Portobello, that have come to be an aesthetic 
playground for Dublin locals and where many 
of the area’s walls are also garlanded in murals. 
Linking the city with the body of work exhibit-
ed in ‘Meditative Monitor’, Kurb Junki pasted 
one hundred posters around Dublin with a QR 
code, leading those inclined to scan it to find the 
online exhibition.

It could be argued that the work exhibited in 
‘Meditative Monitor’ is a pastiche of the New 
York School artists, such as Keith Haring, who 
sprung from a much seedier city than Dublin. 
But the exhibition is ultimately about the ‘med-
itative’ acts of painting – of wielding materials, 
gesture and overlay in more contemplative ways 
than allowed in public space. In this sense, the 
artist has turned a corner to a more fertile prac-
tice that is still in its infancy and will undoubt-
edly lead to more innervating work to come.

Gwen Burlington is a writer based between 
Wexford and London.

Pink with Prism, acrylic, ink, oil pastel, spray paint and alcohol-based pigment on canvas; Image © and courtesy Kurb 
Junki.

Meditative Monitor, video still; visitor is greeted by an artificial human, displayed on an old Macintosh 
computer; Image © and courtesy Kurb Junki.

100 posters installed in Dublin City Centre, containing a variety of phrases and a QR code that brings 
the viewer to the online exhibition; Image © and courtesy Kurb Junki.
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CULTÚRLANN MCADAM Ó FIAICH, BELFAST 
4 FEBRUARY – 25 MARCH 2021

Exhibited online by Cultúrlann McAdam Ó Fiaich – an Irish language, 
arts and cultural centre on the Falls Road in Belfast – Vera Ryklova’s ‘Aes-
thetic Distance’ re-presented a photographic series made in 2015. Thirteen 
minutes long, the artist’s montage had three evenly spaced segments that 
guided viewers through a choreographed experience of the work. In the 
first, the images were revealed in fragments, a roving lens traversing their 
surfaces; in the second they featured in their entirety, while, in the third, 
they were shown in relational groupings of twos, threes and fours.

The genre is self-portraiture, coupled with role-play, through which 
Ryklova deploys herself, her experiences and her body to probe themes 
relating to gender and identity. In addressing notions of how the self is 
perceived internally and constructed by social means, she is interested in 
the emotional conflict that arises from negotiating the gap between soci-
ety’s expectations and reality. 

Previously shown in an in-person exhibition at the Triskel Arts Centre, 
Cork (2018-19), the images were taken at the artist’s Dublin home using 
a fully manual, twin-lens reflex camera, on medium-format film, the nega-
tives scanned for inkjet printing. At the time, she revealed, she was dealing 
with feelings of longing and fear of ageing. These are not conveyed literally, 
but in a performative manner that leverages ambiguity. 

Having made the decision to view the online showing, our role is ren-
dered passive, the act of looking shaped by Ryklova’s curation, and the fact 
that we are in our own private spaces rather than a shared public setting. 
It quickly becomes clear that, in adding a layer of animation to still imag-
es, her approach is direct and unapologetic, which provokes a heightened 
viewer engagement. 

The sequence of fragments opens on a black-and-white image, the 
camera panning over pale fabric on a dark background. It pauses percepti-
bly to track slightly downwards – emphasising the location – before mov-
ing steadily up to reveal the artist’s face. Appearing dishevelled, she looks 

Vera Ryklova
‘Aesthetic Distance’

Vera Ryklova, Untitled #4003, 2015, from ‘Aesthetic Distance’ series, medium format black and white film, scanned 
negative; photograph © and courtesy the artist. 

Vera Ryklova, Untitled #4009, 2015, from ‘Aesthetic Distance’ series, medium format black and white film, scanned 
negative; photograph © and courtesy the artist. 
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directly at you. This matters when it transpires that the ‘empha-
sised’ section focuses on her crotch, clothed in underwear and 
dark tights. She is watching you looking, and you are caught in 
the (albeit unintended) act. Slips of white can be discerned either 
side of her panty line, hinting of menstruation.

The tone now set is revisited in the second, colour image, which 
opens on a head-and-shoulders crop. Hair up, untidily, Ryklova 
stares at the viewer sideways-on. Caught in this gaze, your eyes 
are drawn deliberately downward in a movement that alights, 
once again, on her groin. Clothed in pinstripe suit trousers, of a 
type traditionally worn by men, her splayed legs and open-neck 
shirt gesturally conflate defiance and seduction.

Here, as in many of the photographs, a camera trigger lead 
features in the mise-en-scène, pinned down by a booted foot as 
it traverses the floor. Its inclusion recalls a stark image from 
1992 of the terminally ill photographer Jo Spence, whom Ryk-
lova admires.1 More suggestive of fetish in some than others, 
the extent to which the wires feature is calibrated from image to 
image, speaking not just of their maker’s control, but also of their 
contrivance. In the third image, they form a triangle around the 
artist, a pair of triggers held aloft above her head. The camera tilts 
down from its pinnacle along one wire’s length, before panning 
left to a third crotch shot. The unexpected sight of boxer briefs 
emblazoned with a Superman logo lightens the intensity of the 
moment, relief quickly extinguished as eyes are led back up to be 
captured in Ryklova’s unrelenting glare. 

Having been lulled into certain expectations by common fea-

tures of the first three images, the content now diversifies: the art-
ist wearing a silver space suit and sloppy red lipstick; or kneeling 
on the floor, head thrust back. In one monochrome photograph 
she disappears within an oversized jumper, its upright polo-neck 
covering her face. Commenting on public-private tensions and 
the problematics of ‘the gaze’, while also recalling the bizarre 
Victorian ‘hidden mothers’ trope,2 it contrasts sharply with three 
mildly humorous images shot in front of a shimmering gold cur-
tain. 

This segment ends with a resounding return to the artist’s 
pubic region, a part of the body with deep connections to iden-
tity, desire and expectation. Her strapped-down breasts intimate 
gender fluidity or suppression, her underwear padded to emulate a 
bulging phallus. Although still mostly covered, it is a more expos-
ing image than previously seen, one that communicates a mode of 
honest questioning from one human to another.

The full-size and grouped photographs confirm the nuanced 
staging intuited from the fragments, which exploits the conno-
tations invoked by many of their elements – from the blue ‘office’ 
carpet, lone picture hook and dated wallpaper, to various items of 
clothing and props. Interpretations will undoubtedly be varied, 
but it would be hard not to be emotionally and mentally stirred 
by this body of work. 

Resolving the paradox that arises from many of the photo-
graphs being so bravely intimate, it transpires that the title ‘Aes-
thetic Distance’ refers to the interface provided by the lens. It was 
drawn from Thomas J. Sheff ’s theory of catharsis as a process of 

emotional release. He wrote: “At optimal or aesthetic distance, 
one is simultaneously and equally a participant and an observer. 
The patient has a double vision; at this point, repression is lifted, 
and the emotion can be managed. Catharsis may occur.”3 In con-
structing these images, Ryklova has used her medium to achieve 
distance from her distress, liberating while processing her emo-
tions. Working spontaneously and intuitively, the experience was, 
she has stated, “truly cathartic.”4

Susan Campbell is a visual arts writer and researcher. 

Notes: 

1Interview with Vera Ryklova ‘My practice is about the concept of the self and 
its social construction’, Futures, futures-photography.com
2To overcome difficulties associated with photographing young children in the 
early days of photography, when they had to keep still for long periods, mothers 
covered themselves by various means so as to provide support while remaining 
effectively invisible. 
3Scheff, T. J. (1981), ‘The distancing of emotion in psychotherapy’, Psychothera-
py: Theory, Research & Practice, 18(1), 46–53.
4‘My first solo show: Aesthetic Distance’, fundit.ie

Vera Ryklova, Untitled #6012, 2015, from ‘Aesthetic Distance’ series, medium format colour film, scanned negative; 
photograph © and courtesy the artist. 

Vera Ryklova, Untitled #9006, 2015, from ‘Aesthetic Distance’ series, medium format colour film, scanned negative; 
photograph © and courtesy the artist. 
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JOANNE LAWS INTERVIEWS ELAINE HOEY ABOUT THE 
THEMES UNDERPINNING HER CURRENT WORK.

Elaine Hoey, Bone of What Absent Thing, 2021, Digital print with dual-channel video; image courtesy the artist.

Joanne Laws: How would you describe your current medium, working 
processes and previous training?

Elaine Hoey: At the moment, I am exploring a variety of mediums – 
everything from CGI, live cyber performance, green-screen technologies, 
Virtual Reality (VR) and Artificial Intelligence (AI), to expanded video, 
photography and installation. Given the conditions of lockdown, I’m very 
much in an experimental phase, wanting to push the kind of work that 
I am making into other fields. Right now, I am exploring the potential 
of virtual spaces for collaborating with other artists, dancers, performers, 
writers and sound artists. I find that way of working very engaging and it 
provides a welcome relief from working on my own. In terms of training, I 
completed an MA in Fine Art Media at the National College of Art and 
Design (NCAD) from 2016-17, during which time I undertook a lot of 
initial exploration of 3D and digital spaces using Virtual Reality. How-
ever, when working with new media and technologies, you are continu-
ally learning and investigating new practices. It’s a field that is constantly 
evolving, as are the themes and critical discourse surrounding them. So, 
you are never really done training or learning.

JL: What new projects have you been working on during lockdown?

EH: As well as lecturing part-time in the Fine Art Media Department 
at NCAD, I have been developing a number of works – both short-term 
projects and others more long-term. I have two solo exhibitions scheduled 
for later this year. ‘Flesh and Tongue’ is due to open in June at GOMA 
Contemporary in Waterford and I am also developing new work for a 
major solo exhibition, ‘Mimesis’, at Solstice Art Centre in County Meath, 
later this year. ‘Flesh and Tongue’ is an exhibition that looks at the negative 
representation of the ‘monstrous’ female body through an exploration of 
the classic myth of Medusa. I’m interested in reclaiming that myth as a site 
or a space which challenges patriarchal power and subverts traditional ide-

Flesh and Tongue
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als of the female form. The exhibition, ‘Mimesis’, is somewhat 
inspired by the current pandemic and will explore a type of 
duality within mimetic systems and behaviours, which reveal 
our capacity to adapt during times of crisis. It’s also about 
investigating how the body, both social and political, merges 
with technological systems, adapting mimetic theories, often 
in ideologically polarised ways.

I have also been doing a residency with the Digital Hub in 
Dublin since last September and have been exploring how to 
develop a critical framework and discourse around emerging 
technologies. I have been working with Dr Rachel O’Dwyer, 
lecturer in digital cultures in the School of Visual Culture 
in NCAD, and Anne Kelly, Director of NCAD Gallery, to 
develop a sustained and diverse critical inquiry via a webinar 
series, titled ‘In Public’, which focuses on the transformative 
nature of emerging technologies. We have some amazing 
national and international guest speakers, including artists, 
writers and academics, all working with various aspects and 
themes surrounding new technologies. The second of these 
webinars took place in early April with German-Iraqi artist, 
Nora Al Bardi, and Professor Barry O’Sullivan from Univer-
sity College Cork, who discussed ethical questions surround-
ing technologies such as artificial intelligence and machine 
learning. I have also been developing a new project with Irish 
designer and activist, Natalie Coleman, who is an ambassador 
for the UN and an advocate for women’s rights, in particu-
lar raising awareness around female genital mutilation. We 
are in the very early stages of developing a live hybrid cyber 
performance work and immersive installation, with the aim 
of identifying new ways in which to experience the body, 
identity and language. We want to disrupt different modes 
of reproduction – whether linguistic, mimetic, virtual, or even 
biolytical – that generate ‘feminine’ subjectivities.

JL: Has the pandemic changed or influenced your recent 
work in any way?

EH: The Coronavirus outbreak is changing the way everyone 
in the world is living and working. Like many other artists – 
who are learning to adapt to the ‘new normal’, as exhibitions, 
in-person public events and workshops are indefinitely put 
on hold – I am also using this forced downtime to create new 
work, experiment and to plan longer-term projects. I have 
also been doing some cyber performance lectures as an avatar 
and really thinking about the vulnerability and instability of 

the body, given the current situation, and how technology is 
somehow bridging a gap between the outside world and the 
internal domestic space. Therefore, this forced departure into 
virtual spaces has opened up some very interesting conver-
sions around my own practice.

JL: I often consider the aesthetic appeal of your works in 
terms of commercial gaming technology and graphics. I’m 
wondering if you have any thoughts on the power and func-
tionality of artworks that resemble computer games?

EH: For me, it’s more about focusing attention on the creative 
potential of this type of medium. Games are no longer just a 
form of entertainment; I think they also now have value in 
terms of cultural expression. The online gaming community 
has a global reach of over 70 million people. As a medium it 
is breaking down barriers between genres and creating inter-
active and immersive ways to engage with making art. Also 
the tools and software used within the gaming industry, many 
of which are free or open source, are really providing alter-
native means and modes for artists to be creative. Similarly, 
we can develop critical conversations around our virtual lives, 
through the simulations being played out in online gaming. 

JL: Through formats like Artificial Intelligence, simulation 
technology and live virtual-reality performance, you have 
variously depicted the human body as sensual, vulnerable 
or superhuman, while exploring the nature of physical and 
non-physical borders. What happens when these constructs 
of personal or national identity break down and become 
somehow vague or abstract?

EH: I think this idea of the body, and what that means within 
virtual spaces, is a key part of my research this year, whether 
that be through remote cyber performance or examining the-
ories of the biopolitical body through the lenses of gender or 
identity. I often consider cyber space or the internet as a type 
of third space, in which complex social, political and cultural 
narratives are constantly being played out on a daily basis. So 
in that respect, the virtual is a living breathing space.

One of my recent works, Imaginary States (2019-20), 
shown as part of the exhibition, ‘Desire’, at IMMA last year, 
sought to question themes surrounding national identity 
through a cyber performance, with actors performing live and 
remotely from both Derry and Dublin. Through this work, 

Elaine Hoey, Lateria, 2021, generative digital painting (8 hours); image courtesy the artist. Elaine Hoey, Lateria, 2021, generative digital painting (8 hours); image courtesy the artist.

I wanted to blur the boundaries between real and imagined 
spaces and between ideologies, by highlighting the alienation 
of individuals within society and these types of national iden-
tity politics.

In my new work, Flesh and Tongue, questions of power 
and the body are really central, in particular, power and the 
female body. My dual-channel, narrative-based work, A Blind 
Eye, speaks of the rape and violation of Medusa in a con-
temporary context. I perform this work using live facial per-
formance capture and Deepfakes – an AI technology which 
is being weaponized against women, particularly in public 
porn shaming. The 3D female model I perform is taken from 
an online digital site, where photorealistic bodies of women 
(captured using photogrammetry) are increasingly bought 
and sold for the virtual sex industry.

JL: Can you discuss some of your upcoming projects and 
future plans?

EH: I have just received a studio award from IMMA, as part 
of their partnership with DAS, so I’m looking forward to get-
ting into it and continuing to develop these projects, but also 
having a physical space to work from and to develop installa-
tion ideas. As part of my upcoming show in Solstice and also 
my collaboration with Natalie, I will be working with live 
dancers and performers and creating hybrid live and cyber 
performances around the body. I love making work in a col-
laborative fashion – it is such a break from the isolation of me 
and my computers! 

Elaine Hoey is an artist based in Dublin who uses 
contemporary digital art practices and aesthetics to 
create interactive installations exploring the politics 
of digital humanity and our evolving relationship with 
the screen.
elainehoey.com

The Digital Cultures Webinar Series 2021, co-hosted 
by NCAD and The Digital Hub, continues with evening 
webinars on 13 May, 27 May and 10 June.
ncad.ie
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THOMAS POOL INTERVIEWS EMERGING ARTIST 
GIULIA BERTO ABOUT HER PHOTOGRAPHIC PRACTICE. 

Adam Erick Wallace by the kitchen counter during a dinner party. Adam, 2013, from the series Behind the Door © 
Giulia Berto, courtesy of the artist.

Thomas Pool: Can you discuss your artistic processes? 

Giulia Berto: I am a private person by nature but, in a counter-intuitive 
way, my work stems from a desire to reflect on and explore my internal 
world. I depict my feelings as a way of processing them, while challenging 
myself in a search for meaning. I work predominantly with the medium 
of analogue photography, both in small and large format, while engag-
ing with themes of love and intimacy, home, emotional displacement and 
identity. 

I am interested in all aspects of my practice; I love the materiality of 
my work and taking pride in printing it myself with hybrid printing tech-
niques. I have a particular fondness for the written word and in the past 
few years I have started to combine images with text in the form of short 
poems as part of my visual language. I can’t get enough of the delicate mel-
ancholy of black and white but also need colour’s subtle tenderness; they 
both come in and out of my practice organically. Research is a big part of 
my artistic process as I develop a new project idea – it helps me to untangle 
and refocus my creative thinking.   

TP: How has the pandemic changed or influenced your photographic 
projects? 

GB: My photographic work draws from the personal, creating atmospher-
ic imagery and meditative scenes evocative of my own feelings. Because 
of that, when the pandemic started, my eyes were already turned inwards. 
With the restrictions brought in by the new normal, I was simply forced 
to look, both metaphorically and physically, at places I hadn’t considered 
before. 

When I moved to Ireland, I sensed a shift in my artistic practice and I 
think the pandemic just highlighted a process that was already in motion 
for me. I believe artistic growth is taking a leap of faith and letting the 
process unravel naturally. Lately, I have found myself wanting to experi-

Art in the New Normal

Christopher’s kitchen, decorated with repurposed street-found objects, The Kitchen, 2013, from the series Behind 
the Door © Giulia Berto, courtesy of the artist.
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ment more, so I very much look forward to seeing where this 
is going to take me, in terms of my visual language. 

TP: What projects have you been working on since we 
entered the latest phase of lockdown? 

GB: The germ of a new project idea has been there since 2019 
but not fully formed; it really started to take shape during the 
first lockdown and into the summer. It has been interesting 
to see what each stage of the lockdown has brought out in me 
and how it has impacted the project’s direction and develop-
ment. I work in a methodical fashion and like to explore my 
ideas over an extended period of time, so I’ll keep this one 
close to my chest for a little longer. 

TP: What works will you display in the upcoming exhibition 
at the Blank Wall Gallery in Athens? What can you tell us 
about them? 

GB: The group show at the Blank Wall Gallery in Athens is 
part of Feature Shoot’s initiative, ‘The Print Swap’. The exhi-
bition was supposed to open at the end of November 2020 
but due to Athens having gone into lockdown at that time, it 
was postponed and new dates are still to be announced. 

The photograph selected for it is Wind & Fire, which was 
taken in Ireland and is part of the ‘Fragments’ series, a long-
term black and white project in which I explore how it feels 

to be together and apart as lovers in a long-distance rela-
tionship. Moving across four countries and two continents, 
‘Fragments’ is a story of a chase, a love letter slowly unfolding 
across the sea. 

I am particularly excited to be part of this show. ‘The Print 
Swap’ is a world-wide pool of image makers swapping their 
work within the community of members, as well as partici-
pating in exhibitions all over the world. It is a lovely way to 
discover other artists, collect photography and to just feel that 
art is still evolving and adapting, even during these difficult 
times. Someone in Hanoi received my print but that’s all I 
know, which makes the process quite mysterious and intrigu-
ing.  

TP: How do you feel your experiences in Dublin have shaped 
your career as a photographer? 

GB: Since I moved here from New York in 2017, I have been 
very fortunate. In the past few years I introduced myself to 
the city’s art scene by connecting with local institutions like 
Temple Bar Gallery + Studios and its community of artists 
and the Gallery of Photography Ireland, where I scan and 
print my work in their Artist’s Digital Studio. I also collab-
orated with PhotoIreland, who published my ‘Fragments’ 
series as part of their TLP Editions, and The Darkroom, a 
non-for-profit devoted to promoting analogue photography, 
where I had my first solo show in 2019. 

I don’t know the full extent of Dublin’s impact on my photographic 
work and career in general just yet. But in my long-term series, ‘Frag-
ments’, Ireland features heavily as a key component of the project’s identi-
ty. So, at the moment, it is a slow process of discovery that I am exploring 
through collaborations, making new connections and work and ultimately, 
by being curious about my new home. 

TP: What’s next for you? 

GB: To continue working on and developing my new project while 
experimenting and learning new techniques. There is a plan for me to be 
involved in a group show here in Ireland in the summer, but it hasn’t been 
confirmed as of yet and it will depend on government regulations. I can’t 
wait for ‘The Print Swap’ exhibition to open at the Blank Wall Gallery in 
Athens and apart from that, I’ll keep the pot boiling, my fingers crossed 
and look forward to brighter days ahead. 
 

Giulia Berto is an Italian photographic artist currently based in 
Dublin. She is a graduate of the International Center of 
Photography in New York and holds an MSc in Evolution of Animal 
and Human Behaviour.
bertogiulia.com 

Thomas Pool is a writer and was recently appointed as 
News Provision coordinator for VAI.

Landscape #5, 2018, from the series Between the Leaves and the Sea © Giulia Berto, courtesy of the artist. Landscape #1, 2018, from the series Between the Leaves and the Sea © Giulia Berto, courtesy of the artist.
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ELLEN DUFFY AND KATE MURPHY DISCUSS THEIR ONGOING 
COLLABORATION.

[L-R]: Ellen Duffy and Kate Murphy, BKB Studios, December 2020; photograph by Lucy Tevlin, courtesy the artists.

‘PARALLEL [IN]BETWEEN’ is an ongoing project of exchange and col-
laboration between visual artists Ellen Duffy and Kate Murphy. We were 
commissioned by The Dock as part of the Dock Summer Commissions 
2020, which began at the outset of the pandemic as a way of support-
ing the artists who were scheduled to exhibit as part of the gallery’s 2020 
programme. This facilitated a series of works, which took place over the 
course of a year.

We used this collaboration as a way to keep lines of communication 
open throughout the pandemic, as well as having a shared focus and 
accountability to continue working through uncertain times. It enables us 
to engage haptically with work other than our own, and to build upon the 
frameworks set by our own practice, allowing space for new ways of think-
ing about collaborative art making. We both share core values that impact 
how we make work, including the importance of materiality, site-respon-
siveness, and process-led practice. These key factors manifest in sculptural 
installations for both of us. However, it is at that point we start to diverge.

Ellen’s assembling process involves free-form decision-making that 
utilises found/discarded and industrial materials, incorporating them into 
fabricated structures that create interdependent assemblages. Kate imple-
ments a more rigorous set of rules, taken from industrial processes – such 
as cast making, woodwork and welding – to exercise the points between 
object and space. Kate considers looking, reflecting and spending time 
within the boundaries of a site an important aspect of how she fabricates 
her sculptural interventions in space.

The original intention for our project, ‘Parallel [in]Between’, began as 
a collaborative exhibition. However, restrictions as a result of the pan-
demic forced us to reconfigure these plans. We had to develop a project 
that allowed us to continue to work within guidelines set by the govern-
ment. This restructuring transformed the potential of this project. There 
was more to tease out, more mistakes to be made and more chance for 

Parallel [in]Between
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Ellen Duffy and Kate Murphy, ‘Parallel [in]Between’, 2020, preliminary work; photo-
graph © and courtesy the artists.
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connection, in the midst of a global pandemic. Being close 
friends, there is an evident shared duty of care to one anoth-
er’s well-being. While working together, this played out in the 
exchange of a series of collages, writings and small sculptural 
objects. We both worked on top of the materials and sketches 
that we received in the post, interjecting ourselves into the 
others’ work. A dialogue began that freed up expectation and 
any preciousness one might have with one’s own work. A lev-
el of trust and intuition was developed, and a shared language 
began to emerge, confronting something new, something that 
brought bouts of joy in uncertain times.

Working from separate counties, we depended on one 
another through meeting milestones within the project via 
virtual spaces. We maintained this dialogue and began prepa-
ration for our next venture of this collaboration. In the mean-
time, Kate was invited to curate a show of her sculptural works 
and a series of Ellen’s works on paper in the Sarah Walker 
Gallery, Cork in July 2020. We re-connected in December 
of 2020 to work together in BKB Studios, Glasnevin. BKB 
Studios was founded by fellow TUD alumni Emily Brennan, 
Gemma Brown and Bianca Kennedy to provide artists with 
much-needed, affordable studio facilities and collaborative 
working spaces in Dublin. In mid-December, we took over 
the BKB Studio’s gallery space for four days of making.

We worked collaboratively to create a number of assem-
blages through material exploration and responding to 
the characteristics of the gallery. We utilised processes of 
cast-making and assembling to build site-responsive works, 
while taking time to reflect and reconfigure over the four days. 
This time provided us with as many questions as answers. We 
had completed works, works yet to be figured out and small-
scale material explorations with a future – all of which hold 
equal importance. Questions beget more questions and this, 
in fact, works for us as artists. It is that in-between space that 
gives us the freedom to move around. Much like the ear-
lier stages in our project, we sought not to allow the work 
to become complete in a way that was too ‘finished’. As the 
objects and materials moved from assemblage to assemblage, 
their potential multiplied.

At the end of this stage of the project, we released a 75-page 
online PDF that documents the work and can be found on 
The Dock’s website (thedock.ie). This body of research will 
inform our forthcoming show, ‘Parallel [in]Between’ at Plat-
form Arts, Belfast, in May 2021. Utilising the tools garnered 
from working on our collaborative commission, we will build 
on the vernacular established while working together exten-
sively over the last year. This show will exercise our personally 
developed visual language and engagement with the gallery 
as our new site.

Since the beginning of the new year – as the country 
remained in lockdown – our planning of the show together 
remained remote. Alongside exhibiting together in Platform 
Arts in May 2021, Ellen will also be showing in ‘Second Sum-
mer’, a group exhibition at The Dock (22 May – 28 August 
2021) and will show later in the year at Draíocht Arts Centre 
as part of the group show, ‘Platform’. Kate has been curating 
and facilitating a site-responsive project, titled ‘Non-Events’, 
which includes Ellen and four other artists: Áine Farrelly, 
Emma Griffin, Rachael Melvin and Lucy Tevlin. Kate’s exhi-
bition design and the artists’ responses to the project will be 
shown in the newly established, artist-run Arcade Studios, 
Belfast, this August. Kate’s solo show in Ballina Arts Centre, 
County Mayo, will open in 2022.

Kate Murphy is an artist-curator based in Kildare, 
who works with the process of documentation and 
constructs sculptural interventions in space. She 
recently joined Catalyst Arts as a co-director.  
@__katemurphy_

Ellen Duffy is an artist from Dublin who works with 
sculptural assemblage, drawing and collage. She is 
currently a member of the RHA Studios.
@ellenduffy_va

Ellen Duffy and Kate Murphy, ‘Parallel [in]Between’, 2020, preliminary work; photograph © and courtesy the artists. Ellen Duffy and Kate Murphy, ‘Parallel [in]Between’, 2020, preliminary work; photo-
graph © and courtesy the artists.
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KATE ANTOSIK-PARSONS DISCUSSES AMANDA COOGAN’S 
NEW COMMISSION FOR THE MAGDALENE SERIES.

Amanda Coogan, still images from the series ‘They Come Then, The Birds’, 2021; Photograph by Ciara McMullan, 
courtesy the artist.

RUA RED’S ‘MAGDALENE Series’ are commissioned works by Amanda 
Coogan, Alice Maher, Rachel Fallon, Jesse Jones and Grace Dyas, curat-
ed by Rua Red director, Maolíosa Boyle, that will be exhibited between 
June 2021 and March 2022. These commissions revolve around the enig-
matic figure of Mary Magdalene, the patron saint of women and sinners. 
Although initially planned as a group exhibition, over time this evolved 
into a series of solo exhibitions. It is supported by a public engagement 
programme featuring lectures and discussions with academics and fem-
inist theologians including Meggan Watterson, Siobhán Garrigan and 
Marina Warner that unpack the complexities and ambiguities that sur-
round Mary Magdalene. 

The research and development of this large-scale project began in late 
2018, but with the onset of the COVID-19 pandemic, the programme 
originally scheduled to run in 2020 was postponed. Adapting to new 
working conditions, the group of artists capitalised on the increased use of 
remote technologies. While previously meeting face to face several times 
throughout the year to discuss ideas, when they moved remotely, they were 
able to schedule weekly Zoom calls, in addition to regular communication 
through a WhatsApp group. Subsequently, this expanding aspect to their 
discussions enabled the artists to deepen the collaborative peer engage-
ment amongst the group, allowing for a sustained and generative critique 
that facilitated the individual and collective development of the work into 
new and rich directions.

Amanda Coogan’s ‘They come then, the birds’, the first in this series 
of solo exhibitions, explores the iconic Mary Magdalene through the 
lens of ‘the Wrens of the Curragh’ – a group of women in the mid-nine-
teenth century, who lived on the fringes of society adjacent to the mili-
tary encampment garrisoned in the Curragh, County Kildare. These were 
prostitutes and outcasts who ‘nested’ in the furze bushes on the Curragh. 
Living in impoverished conditions and exposed to the harsh elements, 

They Come Then, 
The Birds

Amanda Coogan, still images from the series ‘They Come Then, The Birds’, 2021; Photograph by Ciara McMullan, 
courtesy the artist.
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their presence was understood by observers as an ‘infestation’. 
Furthermore their overt sexuality required reform, while their 
unruly bodies were in need of regulation. However, their 
unique communal existence – where they shared food, labour 
and child rearing duties – proposes a type of kinship that 
extends beyond traditional familial roles. It is here that ‘They 
come then, the birds’ is situated, offering the potential for a 
radical revisioning of kin and community.

As the writer for Coogan’s performance and installation 
work, we agreed that I would be embedded in the project 
during its developmental stage, rather than writing about the 
work after its completion. This is an extension of the collab-
orative spirit of the overarching ‘Magdalene Series’. This is a 
new aspect to my scholarship on performance and it offers 
novel and stimulating insights into the unfolding process of 
live and recorded performance. Coogan’s research entwines 
strands related to the treatment of women and their expres-
sions of sexuality in Irish society with the specific iconogra-
phy of Mary Magdalene. This is then brought into proximity 
with the broader concerns of her practice, including embodi-
ment, materiality and temporality. 

The preliminary documents and a collection of sketches 
give insight into the development of the work, which has 
adapted to the challenges posed by the current circumstances. 
Watercolour sketches in muted hues, drips and pooled depos-
its of pigment gather on paper depicting key references and 
bodily gestures, reminiscent of Coogan’s own pared down 
performance gestures. Coogan’s first ‘on the body’ perfor-
mance, where she brought the work from her Belfast studio 
into an exhibition space, occurred at the end of March. This 
initial two-hour performance was observed by an audience, 
both live (observing social distancing guidelines) and via live-
stream. Testing out specific ideas allowed Coogan to feel how 
different actions and gestures settle into the overall composi-
tion of the work. Directly afterwards, Coogan debriefed on a 
Zoom call with her fellow ‘Magdalene Series’ artists, adding 
to the working-through of particular concepts.

The work is intriguing and nuanced as the performer 
seeks to embody ‘the Wrens’. One piercing blue eye stares 
out from behind a sensuously smooth stocking that obscures 
the face. Long tendrils of tulle-like fabric recall the long hair 
that Mary Magdalene grew to conceal her nakedness, yet in 
this performance it drapes over the body, revealing the flesh 
beneath. In her hand she grasps a golden egg while she pho-
tographs herself on a mobile phone. Afterwards she displays 
this image to the audience along with a series of messages 
she has texted during the work. Outstretched fingers repeat-
edly comb through tangling locks, seeking to tame them. 
A foil wrapped chocolate bar produced from a gold bag is 
placed for safe keeping down her bra, with chocolate melting 
against bare skin. Lying on the floor she slowly rolls back-
wards, her body folding back on itself in a deliberately con-
trolled motion, flesh pressing against flesh. Is this monstrous 
shape shifting figure a penitent, a temptress or perhaps even 
a crouching defiant Sheela-na-gig? Hunched down behind 
evergreen boughs of verdant green and riotous yellow furze, 
she tentatively parts the branches to make a small opening. 
Reaching deeper, sharp spines press themselves into delicate 
exposed skin like a hundred little pinpricks. The figure reach-
es out, slowly extending her hand but that desired human 
contact is thwarted. 

More than one year into a deadly pandemic, the very real 
issues of societal connections, togetherness and commu-
nity have been brought into sharp relief. We find ourselves 
hyper-vigilant about the proximity of our bodies to others, 
particularly as we strive to keep apart and to cover up to save 
lives. Coogan’s work holds space for us to consider how we 
value bodies while contemplating kinship and community in 
the present moment. More broadly, the ‘Magdalene Series’ 
excavates the significance of Mary Magdalene, with reference 
to the particular meaning ascribed to her in an Irish context, 
offering scope for navigating the complexities of the ongoing 
political, religious and cultural legacies that we as a society 
continue to reckon with. 

Dr Kate Antosik-Parsons is a contemporary art 
historian and Research Fellow in Social Science at 
Trinity College Dublin who researches embodiment, 
gender and sexuality.

Amanda Coogan, Syclla, 2019, CIACLA, Los Angeles; Photograph by Bernard O’Rourke, courtesy the artist.

Amanda Coogan, The Ballad of Now, 2019, Galerie KunstKomplex, Wuppertal; Photograph by Nicole Bardohl, courtesy the artist.
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CLARE SCOTT OUTLINES ONGOING WORK ON THE AILEEN 
MACKEOGH PROJECT.

Aileen MacKeogh, Birds, 1976 (muslin, wood, stones) Dublin; All featured images courtesy the MacKeogh family.

I FIRST SAW Aileen MacKeogh’s work in 1991 when her exhibition, 
‘House’, came to Garter Lane Arts Centre in Waterford. Aileen’s work 
was unfamiliar, strange. It blew me away. Aileen herself, when she came to 
give a talk, had a big impact too. Friendly, open and kind, so different from 
the anxious artistes I had encountered thus far, she was a breath of fresh air.

Many years on, the bones of ‘House’ – the precariousness of the porce-
lain and steel pieces on elongated skinny-legged ‘chairs’ – echoing in my 
own practice, I Googled her. I did not find her. Instead, there was an obit-
uary or two, an image of a work in the Arts Council collection and a small 
picture of her at some opening long ago. Aileen had, for newer generations 
of artists, all but disappeared.

Aileen was not a recluse or an introvert. She was active and engaged – 
part of a generation that gave us strong female artists like Dorothy Cross, 
Alice Maher and Kathy Prendergast. Her work, primarily sculptural, was 
ahead of its time, addressing environmental concerns, materiality and the 
nature of the art object.

Graduating from NCAD in 1976, she went on to study and lecture in 
America before returning to teach in NCAD. Continuing to exhibit here 
and abroad, her work was selected for numerous shows. As a director of 
Arthouse from 1994, she was a part of the energy that revamped Tem-
ple Bar, pushed for funding for new media, undeterred when she came 
under fire from more traditional quarters. She would go on to become the 
head of IADT from 1997 onward, which she transformed before her early 
death from breast cancer in 2005 at the age of 52. Ironically, even though 
she had created the first digital archive of Irish artists’ work at Arthouse, 
the new media she championed would let her down.

Those outside the artworld might argue that perhaps her work was 
not ‘good enough’ to last; however, the accolades and respect she received 
during her lifetime beg to differ. Others within the arts might question 

After Image
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whether she did ‘disappear’ at all, remembering her as a fel-
low student, colleague, peer, teacher, activist and entrepreneur. 
Her influence during her lifetime was significant. Process and 
engagement are important parts of the artist’s practice, more 
important than biennales or coverage in magazines or the 
afterimage left when the artist departs.

Aileen’s practice, springing up between the cracks of mod-
ernism and pushing through crumbling traditions, confident 
and organic, provides an opportunity to re-examine the art-
ist’s role at a time when even older artists are being sucked 
into the image-driven social media round. Younger artists 
may have a different understanding of art practice altogether. 

Aileen’s work took on issues that challenged existing sen-
sibilities – from the way we see and understand landscape, 
to how we deal with death and grief. Her activities provided 
alternative artistic social engagements to the box-ticking we 
have now. She recognised the need for digital images of her 
own work, but she was too busy doing other things. And then 
she got ill.

Her ‘disappearance’ highlights how easy it is for artworks 
to die with an artist. How many other artists of her genera-
tion – and previous ones – have been forgotten because their 
work does not come up in internet searches? Nowadays, when 
taking photos is simplicity itself, we might ask how much 
digital technology has changed the ways in which art is prac-
ticed. In the pre-digital era, recording finished work was a 

drawn-out, arduous process. Achieving this was a feat beyond 
many otherwise capable artists in Dublin – let alone in the 
provinces – while the successful navigation of this process 
was no guarantee of any recognition then or now. Even if 
the work is strong enough to speak across years, slides are not 
digital images. 

It was by pure chance then that Sandra Kelly, Visual Arts 
& Outreach Manager at Garter Lane Arts Centre, finding 
that one, online image of Aileen’s A Break in the Clouds on the 
Arts Council’s website, selected it for a group show of work 
by female artists that she curated last year. When I shared 
Aileen’s history with her, we decided to contact Aileen’s hus-
band, Tom Inglis, to let him know that Aileen was not for-
gotten and to invite a contribution. In the end, Aileen’s work, 
created deliberately to embrace the passing of time, was too 
delicate to exhibit, but Tom, having longed to re-establish 
Aileen’s work but realising the scale of the task, asked if we 
could help. He had a clear idea of what he wanted to do first 
– get her images digitised.

Aileen’s family has well over a hundred slides of her work, 
spanning two decades and of a surprisingly steady quality. But 
digitising images is not just about having the right scanner 
or software. The level of work that had to go into removing 
dust and marks and producing print-quality high-resolution 
images meant opting to pay a professional. This assessment, 
selection and digitisation process has taken a period of some 

Aileen MacKeogh, Intestinal I, II, III, 1991 (plaster and wood) installation view, ‘House’ exhibition; image courtesy 
the MacKeogh family.

Aileen MacKeogh, Boulders, 1976 (cement and steel) Dublin; image courtesy the MacKeogh family.

Aileen MacKeogh with The Space Inside, 1991 (pastel, graphite, conte); 
image courtesy the MacKeogh family.

months and involved numerous communications between 
Aileen’s family, ourselves and our chosen digitiser, Filmbank, 
by email, Zoom and post. 

Once digitised, the images had to be titled and linked back 
to the physical slides. Some slides have handwritten titles in 
a hurried script, familiar to artists caught up in the applica-
tion process. Some titles are typed and include date, measure-
ments and contact details, all in a variety of formats. One or 
two carry question marks, issues left unresolved until later – a 
later which never came. 

And it is not over. Next is the website, then an exhibition. 
And of course, the work itself – where is it now? For the art-
ist, the old school ones at least, the image is often the end of 
the process. Here, the images are only the beginning. 

The Aileen MacKeogh Project, an initiative of Aileen 
MacKeogh’s family, was created to gather information 
about her career, artworks and their whereabouts, 
with a view to creating a website, an exhibition and a 
catalogue of her work. Anyone who is in possession 
of Aileen’s work, or who worked or exhibited with her, 
is invited to contact us at: pm.aileenmackeogh@gmail.
com
Clare Scott is an artist and writer based in the south 
east of Ireland. She works part-time as Visual Arts 
Technician at Garter Lane Arts Centre, Waterford.

Aileen MacKeogh, Shady Sticks, 1981 (wood, paper, wax); image courte-
sy the MacKeogh family.

Aileen MacKeogh with White Whelm Wood, 1981, Carbondale, USA; 
image courtesy the MacKeogh family.
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BARBARA KNEŽEVIĆ DISCUSSES HER ARTWORK, THE 
RECORD KEEPERS.

Barbara Knežević, The Record Keepers, 2020, HD film; Images by Louis Haugh, courtesy the artist. 

WHEN WE WANT to know___ about things we don’t know ___senses tell 
us ___how we feel1

The Record Keepers is a sculptural artwork at Cabra Library, commis-
sioned specifically for children aged six to twelve by Dublin City Libraries 
together with Dublin City Arts Office and curated by Sheena Barrett. This 
artwork comprises a series of clear Perspex display plinths containing ame-
thyst crystals, purple powder-coated bent steel forms with large ellipse-
shaped bases, amethyst-printed lycra fabric hanging from the upright steel 
structures, and a series of shiny, purple glazed ceramic coils resting on the 
surfaces of screens, steel and Perspex. 

Two semi-circular, fabric-covered forms act as seating devices. These 
forms extend an invitation to the audience to sit around and with the 
work. It is an invitation to contemplate the work by ‘being-with’ rather 
than ‘looking-at’ the artwork, providing a platform for a slower form of 
contemplation that suggests habitation and hospitality. On three screens 
placed among these objects are a series of video works that act as an affec-
tive, sensory mediation tool as to how visitors might engage with the work. 
These video works encourage an attentiveness to the senses and how they 
can be engaged to experience and explore the objects in the space. 

The Record Keepers is part of a series of works that I have been mak-
ing that fall under the banner of ‘Tools for Wellbeing’, which considers 
the talismanic use of objects (particularly artworks) as tools for healing, 
pleasure and joy. ‘Tools for Wellbeing’ springs from my intrigue for the 
moments when the human body and other matter come into proximity for 
the purposes of non-medical, non-scientific healing. It holds the implica-

Care (full) objects
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tion that encounters created in the context of sculptural art 
making have the potential to reveal a deep human faith in 
the power of objects, materials and the agency of things other 
than human. 

In the production of Th e Record Keepers, and in my practice 
more broadly, I pose a number of questions that are central to 
generating the work. Can some sculptural artworks be a space 
where the truer material relationship between humans, mat-
ter and objects can be discovered through an allowance for 
multisensory encounters? Can artworks, and our experiences 
of them, be phrased as a unique engagement with materi-
als and objects, unlike any other type of utilitarian, tool-use 
engagements with objects in the world? Can certain sculp-
tural artworks be a space where invisible material exchanges, 
and vibrant encounters between the matter of the human 
body and other non-human entities, become sensate or reveal 
themselves to us? Are these encounters where we more ful-
ly acknowledge the agency of objects and materials? Or as 
curator Sheena Barrett remarks in the mediation text from 
Th e Record Keepers: “Can an exhibition make us feel better?”2 
Th e Record Keepers is an artwork that also happens to have 
been specifi cally commissioned for a young audience, aged 
between six and twelve years old. My methods for Th e Record 
Keepers were ultimately no diff erent than those I would use 
for less defi ned publics, or the broader publics that I would 
ordinarily consider as the audience of my work. Th e same 
questions were at stake. 

Th e Record Keepers engages encounters with the sens-
es and particularly with joy, through the repeated motifs of 
crystalline objects, colour, form and surface, producing an 
exuberance or excess. Joy is posed in this work as an import-
ant and radical (though not exclusively) human experience, 
that involves all of our sensory and intellectual faculties. Th e 
Record Keepers proposes a joyful materialism that implicates 
human and non-human agency and engagement and suggests 
this artwork as a space for sensory exploration that includes 
language and sense of sight, but that also exceeds it. In fact, 
this exhibition was originally conceived to allow the primar-
ily young audience to engage with a sense of touch, inviting 
gentle handling of the amethysts. Th is haptic engagement 
with the objects was intended as a way of re-navigating and 
reprioritising the sensory order for encountering the things 
around us – in other words, to circumvent a (perceived) reli-
ance on sight as a primary mode for encounters with art-
works. 

In the publication, Matters of Care, María Puig de la Bel-
lacasa carefully and critically describes what the implications 
of touch may be for imagining diff erent forms of knowledge 
and more than human worlds:

“…much like care, touch is called upon not as dominant, 
but as a neglected mode of relating with compelling poten-
tial to restore a gap that keeps knowledge from embracing a 
fully embodied subjectivity. So how, then, is reclaiming touch 
opening to other ways of thinking if it is already somehow an 
alternative onto-epistemic path? ...thinking from, with, and 

for marginalized existences as a potential for perceiving, fos-
tering and working for other worlds possible.”3

De la Bellacasa describes here the potential of touch for 
new worlding by engaging new forms of embodied, inclusive 
intersectional, materialist, feminist knowledge. De la Bellac-
asa is not uncritical of the deployment of touch in this essay 
and fully considers the ethics of touch, noting the etymology 
of touch from the Italian toccare, meaning ‘to hit’. She notes 
that to touch “doesn’t automatically mean being in touch 
with oneself or the other.”4 Ultimately, touch, when deployed 
‘care-fully’ is proposed by De la Bellacasa as being “reclaimed 
as a form of caring knowing.”5 Th is type of ‘caring-knowing’ 
resonates strongly with my sculptural studio practice and spe-
cifi cally with the work produced for this exhibition.

Th e Record Keepers was originally scheduled to open in 
mid-March 2020. Of course, the planned haptic, physical 
engagement with this work was halted by the onset of the 
pandemic. Suddenly, surfaces presented themselves to us as 
dangerous; touch meant contamination and exposure. What 
could this mean for this exhibition, and more broadly for my 
practice that is so grounded in material encounters, proximi-
ties to objects and to the collective experience of viewing and 
making art? Acting with care in the context of the pandemic 
meant the removal of touch. A year later, I have returned to 
thinking that after prolonged periods of screen-based virtu-
al experiences, what may be desired and even essential, are 
the touches full of ‘careful knowing’ that material and phys-
ical encounters and proximities with artworks produce. Th e 
exhibition was installed in December 2020, when we had a 
brief window to place the work in Cabra Library. Soon after, 
the library closed again to the public, as another steep rise in 
COVID-19 cases occurred, and at the time of writing, it has 
not reopened. Th e exhibition remains untouched. 

Despite this, the exhibition has been seen by over 500 
children online, utilising video footage of the exhibition. 
Multi-sensory engagements have been created via considered 
haptic workshops delivered through Cabra Library, Dublin 
City Arts Offi  ce and Superprojects, and created by artists 
Olivia Normile and Claire Halpin. Th ese workshops call on 
senses and emotions generated by the imagery and footage 
of the work. While this is a proxy for a much-desired real-
life engagement with the work, the responses and drawings, 
care-fully mediated by Olivia and Claire and produced by 
the young participants, have been a revelation about what is 
possible in terms of haptic online pedagogies and how we 
can (re)engage our senses via simple mechanisms of drawing, 
painting, watercolour and artistic practices.

When hands touch gently ___we meet with things __we join 
together ____in space and time6  

Barbara Knežević is an artist and educator living and 
working in Dublin.

Barbara Knežević, The Record Keepers, 2020, HD fi lm; Images by Louis Haugh, courtesy the artist. 

Notes: 
¹Barbara Knežević, The Record Keepers, 2020, HD Video.
²Sheena Barrett , exhibition text for The Record Keepers (Dublin: Dublin City 
Arts Offi  ce, 2020).
³María Puig de la Bellacasa, Matt ers of Care: Speculative Ethics in More than 
Human Worlds (University of Minnesota Press, 2017) p 98.
4Ibid. p 99.
5Ibid. p 98.
6Barbara Knežević, The Record Keepers, 2020, HD Video.

Barbara Knežević, The Record Keepers, 2020, HD fi lm; Images by Louis Haugh, cour-
tesy the artist. 

Barbara Knežević, The Record Keepers, 2020, HD fi lm; Images by Louis Haugh, cour-
tesy the artist. 
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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

District Centre Enhancement Programme
South Dublin County Council is currently invit-
ing artists to submit Stage 1 proposals for com-
missions in the District Centre Enhancement 
Programme at locations: Rosemount Shopping 
Centre (Rathfarnham) and Castletymon Centre 
(Tallaght).

South Dublin County Council would like to 
invite expressions of interest from artists with 
experience of community collaboration, for 
the commissioning of artworks that creatively 
explore public spaces. The outcomes of these 
public art commissions may take the form of 
Street Art, Art Installation or event.

The value of each of the commissions at 
Rosemount Shopping Centre (Rathfarnham) 
and Castletymon Centre (Tallaght) is €13,000 
including VAT. This amount is fully inclusive of 
all costs including fees to the artist, any necessary 
research, production/realisation, installations, 
insurance, documentation and maintenance file.

Artists shortlisted to Stage 2 will be paid a 
fee of €500 for development of proposals.

Deadline
Wednesday, 26 May, 4pm

Web
sdcc.ie

Email
ghoran@sdublincoco.ie

 

Arts and Disability Connect Round One
The Arts and Disability Connect scheme is 
designed to support individual artists with dis-
abilities to be ambitious, to develop their prac-
tice and to connect with arts organisations and 
arts professionals in Ireland.

It offers artists an opportunity to: make a 
change in their practice; ‘step up’ in terms of 
scope and scale; engage in new learning expe-
riences; develop new working relationships; buy 
time to research and develop work; to make and 
present new work to audiences.

Artists can apply for 4 different awards: New 
Work €15,000, Research and Development 
€5,000, Mentoring €3,000 and Training €1,000.

Round 1 opened Tuesday 06 April 2021.
Deadline is Monday 24 May, 2021 at 4pm.

Round 2 opens Monday 30 August 2021.
Deadline is Monday 18 October, 2021 at 4pm.

Artists and people supporting them to apply 
can book in applicant support up until Wednes-
day 19 May. This is for up to one hour of support 
either on the phone, Zoom or by email.

Deadline
Monday, 24 May, 4pm

Web
adiarts.ie

Email
aoife@adiarts.ie

Tel
+353 1 8509 002

 

Creative Climate Action Fund
The Creative Ireland Programme in collabora-
tion with the Department of the Environment, 
Climate and Communications is delighted 
to announce the launch of Creative Climate 
Action.

The €2 million fund – the first of its kind 
in Ireland – is for creative projects which can 
meaningfully connect people with profound 
changes happening in our environment, society 
and economy arising from climate change.

Creative Climate Action is looking for 
proposals which can use creative and artistic 
approaches to transform connection and aware-
ness into climate action and behaviour change.

The arts, culture, heritage and wider creative 
communities have a vital role to play in bringing 
the urgency of this challenge to the forefront; in 
imagining, communicating and building a sus-
tainable future; and in encouraging and facili-
tating action and change at all levels of society.

Applicants are welcome to apply for funding 
from €30,000 to €200,000 to realise their cre-
ative vision and their public engagement work.

Deadline
Friday, May 21, 5pm

Web
creativeireland.gov.ie

Email
creativeireland@tcagsm.gov.ie

 

Small Sparks, Leitrim County Council
Small Sparks is a new part of Leitrim County 
Council’s Spark programme where artists can 
work with a Leitrim business of any size and 
function for three weeks. There are no precon-
ditions on what the artist (who may be from any 
arts discipline) might do, and it is not obligato-
ry to have produced anything by the end of the 
project – although a materials budget is available 
if required.

While the programme allows for short, com-
plete innovative and creative projects to happen, 
Small Sparks also acts as a feeder programme 
for Spark, a 6-month artist-in-residence pro-
gramme developed by Leitrim County Coun-
cil’s Arts Office and Local Enterprise Office for 
companies that are interested in collaborating 
with artists and promoting creativity within 
their organisation, and artists that are interest-
ed in working in different environments. Small 
Sparks however provides the opportunity for 
three companies and three artists that wouldn’t 
normally work together to dip their toe in the 
water, explore the opportunity, and to see what 
can be gained from doing so.

Artist fee of €2,500 and material budget of 
€500.

Deadline
Friday, 28 May, 11:59pm

Web
leitrimcoco.ie

Email
pdelamere@leitrimcoco.ie

 

An Post Stamp Commission
The An Post Saorstát Éireann Stamp Com-
mission supported by Business to Arts is a new 
open call to artists and an associated stamp 
commission. Artists are invited to submit details 
of an original artwork, which commemorates 
the centenary of Saorstát Éireann in 2022. The 
selected artwork will be purchased for the An 
Post Art Collection and (subject to approval by 
Government) will feature on a new stamp com-
memorating the centenary of Saorstát Éireann 
in December 2022. The selected artist will work 
with a designer appointed by An Post to pres-
ent the selected artwork on the design for the 
Saorstát Éireann postage stamp before it is sub-
mitted for approval.

An Post and Business to Arts would like to 
receive details of artworks that are available for 
purchase, commemorate the centenary of the 
Irish Free State / Saorstát Éireann in 2022 and 
can be presented clearly on a stamp.

A total fee of €10,000 will be paid to the 
selected artist for the purchase of the original 
artwork and for the use of an image of the art-
work on the Saorstát Éireann stamp.

Deadline
Wednesday, 16 June, 5pm

Web
businesstoarts.ie

Email
anpost@businesstoarts.ie

 

Westport Public Art Programme
Artists are invited to submit proposals for a pub-
lic art commission in Westport, County Mayo. 
This commission is a unique opportunity for 
a professional artist(s) to collaborate with the 
local community of Tubber Hill, Westport on a 
public art project. Proposals are welcome from 
both individuals and collaborative artistic teams.

This commission is part of Mayo County 
Council’s Public Art Programme, funded by 
the Department of Housing, Local Govern-
ment and Heritage under the Per Cent for Art 
Scheme. The purpose of the Per Cent for art 
scheme is to commission artists to create new 
work. This commission is open to all art forms 
and proposed outcomes can be ephemeral, tem-
porary, or semi-permanent in a nature.

The total budget for this commission is 
€35,000.

The selection panel will consist of indepen-
dent arts expertise, Mayo County Council and 
local community representation. Mayo County 
Council retains the right not to commission if 
a selection is not recommended by the judging 
panel.

Deadline
Monday, 31 May

Web
mayo.ie

Email
aotoole@mayococo.ie

 

Lismore Castle Arts Studio Awards 2021
Lismore Castle Arts welcomes applications 
from artists local to Lismore for our Stable Stu-
dio. The studio is available for free with mentor-
ing and support from Lismore Castle Arts. Each 
award will also include a stipend of €400.

The studios are available for 1 month periods 
throughout 2021:

1 - 28 June;
1 - 30 July;
2 - 31 August.
(Note the above dates may be subject to 

change depending on Government restrictions)
To register your interest please send a letter 

and supporting documents to LCA by 7 May 
2021.

Supporting materials may include a cv, pdf of 
examples of work, links to video hosting web-
sites etc.

Note the studio does not have access to wifi, 
but artists can use wifi and office systems in 
LCA.

Deadline
Friday, 7 May

Web
lismorecastlearts.ie

Email
gallery@lismorecastlearts.ie

 

Schaufler Residency@TU Dresden
An artist in residence position is open, starting 
in 2022 and continuing for a 6-months period, 
in the Schaufler Lab@TU Dresden, a joint proj-
ect of The Schaufler Foundation and TU Dres-
den (TUD).

Schaufler Lab@TU Dresden, launched in 
2019, was initiated with the goal of explor-
ing and elucidating the complex relationships 
among humans, machines, technology and the 
world from the perspective of the arts, human-
ities and social sciences. The Lab consists of the 
two pillars: Schaufler Kolleg@TU Dresden (a 
research training group) and Schaufler Residen-
cy@TU Dresden.

The Schaufler Residency@TU Dresden 
includes: A stipend of €3000 (net) a month for 
6 months; a studio at TU Dresden; production 
support of up to €10,000; solo exhibition at the 
conclusion of the residency with a catalogue by a 
respected fine arts publishing house (Sandstein 
Verlag Dresden); and more.

Projects should focus on the interface 
between art and science, explicitly artistic intel-
ligence and its implications for society and the 
culture of objects.

Deadline
Monday, 10 May

Web
tu-dresden.de

Email
kirsten.vincenz@tu-dresden.de

 



Lifelong
Learning
Spring 2021

Lifelong Learning Partners

Show & Tell – Focus: Kerry-based artists
Date/Time: Thursday 29 April, 3pm
Places: 70
Cost: FREE (VAI Members & Kerry-based 
Artists)

Introducing... Donegal Visual Artists 
Network (Workshop)
Date/Time: Thursday 20 May, 3pm
Places: 70
Cost: FREE (VAI Members & Donegal-based 
Artists)

Sculpture Dublin: 
Introducing... Kildonan Park 
Date/Time: Tuesday 25 May, 3pm
Places: 70
Cost: FREE

Introducing... Berlin (In association with 
the Irish Embassy, Berlin)
Date/Time: Thursday 27 May, 6pm Irish 
time/ 7pm Berlin time 
Places: 70
Cost: FREE (VAI Members & German-based 
Artists)

Per cent for Art Funding applications with 
Maeve Mulrennan
Date/Time: Tuesday 4 May, 11am - 12:30pm
Places: 70
Cost: €5 (VAI Members);
 €10 (General Public); 
FREE (Wexford-based artists)

How to develop creative proposals 
Date/Time: Thursday 27 May, 11am
Places: 70
Cost: €5 (VAI Members);
 €10 (General Public); 
FREE (Kerry-based artists)

Presenting in non-traditional spaces 
Date/Time: Wednesday 23 June, 3pm
Places: 70
Cost: €5 (VAI Members); 
€10 (General Public);
FREE (Kildare-based artists)

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 30 April, 2pm - 5pm
Places: 6
Cost: FREE

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

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 14 May, 10am - 1pm
Places: 6
Cost: FREE

Clinic – How to develop creative 
proposals
Date/Time: Thursday 27 May, 1pm - 5pm
Places: 6
Cost: FREE (Kerry-based artists only)

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 28 May, 2pm - 5pm
Places: 6
Cost: FREE

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 



Hugh Lane Gallery, Charlemont House, Parnell Square North, 
Dublin 1, D01 F2X9   |   www.hughlane.ie

until 25 July 2021
HUGH LANE GALLERY

Subject to government restrictions, please visit our website for updates.


