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Nancy Holt, Concrete Poem (1968) Nancy Holt, Concrete Poem (1968)
Ink jet print on rag paper taken from original 126 format transparency Ink jet print on rag paper taken from original 126 format transparency
23 x 23 in. (58.4 x 58.4 cm.). 1 of 5 plus AP 23 x 23 in. (58.4 x 58.4 cm.). 1 of 5 plus AP
© Holt/Smithson Foundation, Licensed by VAGA at Artists Rights Society (ARS), New York. © Holt/Smithson Foundation, Licensed by VAGA at Artists Rights Society (ARS), New York.
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Kaye Donachie, Here We Are, 2021. Oil on linen, 51 x 36 cm. © Kaye Donachie. Courtesy Maureen Paley, London
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WELCOME to the September – October 2021 
Issue of The Visual Artists’ News Sheet. 

In celebration of physical encounters 
with art – and the role of writing in record-
ing these experiences – this issue focuses 
almost exclusively on the many interesting 
and vibrant exhibitions taking place around 
the country over the last few months. 

Among numerous Exhibition Profi les, 
Mary Flanagan interviews artist Anna 
Spearman about her recent solo show, 
‘Loose Parts’ at Roscommon Arts Centre; Dr 
Yvonne Scott  refl ects on Mary-Ruth Walsh’s 
touring exhibition, ‘SKIN DEEP’; and Dav-
ey Moore outlines the recent group show, 
‘Double Estate’ at the Pearse Museum, pre-
senting works from the OPW State Art Col-
lection. 

In addition, Jane Morrow reviews the 
exhibition series, ‘Mediating Signals’ at Flax 
Art Studios, curated by Edy Fung; Luan Gal-
lery outlines their current show, ‘Queer As 
You Are’; Sinéad Keogh discusses the cura-
torial inquiries underpinning ‘I Am What I 
Am’ at Ballina Arts Centre; and Dr Barbara 
Dawson refl ects on the twentieth anniversa-
ry of the Francis Bacon Studio project.

Among festival coverage in this issue, 
Michael Hill’s column considers the reso-
nance of large-scale international art exhi-
bitions like the Venice Biennale, Jennifer 
Redmond reviews the visual art programme 
of Cork Midsummer Festival 2021, and Gwen 
Burlington considers the second phase of 
EVA International.

Reviewed in the Critique section are: 

‘Sweeny’s Decent’ at An Táin Arts Centre; ‘A 
Conversation Ensued, Nobody Said A Word’, 
a two-person show with Colin Darke and 
Yvonne Kennan at Belfast Exposed; Claire 
Murphy, ‘Here Is Where I Am’ at South Tip-
perary Arts Centre; ‘The Loneliness of Being 
German’, a two-person show with Vera Klute 
and Thomas Brezing at Limerick City Gallery 
of Art; and ‘The Maternal Gaze’, an online 
screening programme at IMMA.

In Cornelius Browne’s latest Plein Air col-
umn, ‘The Painters in the Trees’, he refl ects 
on painting with his children close to home, 
while Miguel Amado discusses collections, 
colonial legacies and ‘art from elsewhere’. 
John Graham outlines key aspects of his 
drawing process in his Skills column, and 
Ann Quinn discusses her recent paintings, to 
be shown at Taylor Galleries. 

VAI member profi les include Carolann 
Courtney’s interview with John Conway 
about his multi-disciplinary art practice, 
and Ingrid Lyons’s refl ection on two recent 
installations by Liliane Puthod.

The Regional Focus for this issue comes 
from County Waterford, with organisational 
insights from Síle Penkert (Executive Direc-
tor, Garter Lane Arts Centre), Paul McA-
ree (Curator, Lismore Castle Arts), Claire 
Meaney (Director, Waterford Healing Arts 
Trust) and Jenna Whelan (Director, GOMA 
Gallery of Modern Art), while visual artists 
Clare Scott  and Sarah Lincoln refl ect on the 
realities of maintaining a visual art practice 
in the region. 

Regional Focus: Waterford
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 exhibition at Roscommon Arts Centre.
18. Facing the Real. Sinéad Keogh discusses the curatorial inquiries   
 underpinning ‘I Am What I Am’. 
26. Skin Deep. Dr Yvonne Scott  refl ects on Mary-Ruth Walsh’s touring  
 exhibition.
28.  Double Estate. Davey Moor outlines the OPW’s Irish State Art   
 Collection and ‘Double Estate’ at the Pearse Museum.
30. Mediating Signals. Jane Morrow reviews a recent exhibition series at  
 Flax Art Studios, Belfast. 
31. Francis Bacon’s Studio. Dr Barbara Dawson refl ects on the twentieth  
 anniversary of the Francis Bacon Studio project.

32.  EVA 2021: II. Gwen Burlington reviews phase two of EVA   
 International.
34. Protean Worldmaking. Jennifer Redmond reviews the visual art  
 programme of Cork Midsummer Festival 2021.

VAI Member Profi le  
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 Puthod.
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FIRE STATION 
PRACTICE AWARDS 
2022

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

The primary focus of the 2022 Sculpture and Digital 
media Practice Awards is for artists to develop and refine 
their practice. An awareness of our facilities, resources 
and artistic programme is helpful to artists making an 
application. Applicants will find relevant information on 
the FSAS website at http://www.firestation.ie/

Support and guidance will be provided by our digital 
media, sculpture workshop, curatorial and administrative 
teams. Awarded artists will also be profiled in our annual 
FILE NOTE publication.

SCULPTURE
We wish to support artists who want to experiment with 
new materials and / or access  particular facilities of the 
sculpture workshop.

This award offers scheduled access to a bay in the 
sculpture workshop for up to three months.

A stipend of €600 will be contributed.

For a full list of sculpture workshop equipment go to 
www.firestation.ie/facilities/workshop/

DIGITAL
This award offers scheduled access to FSAS’ digital 
media resources for up to three months. We are looking 
for artists who want to access these facilities in order to 
experiment with or develop their practice. 

Access can be scheduled to avail of digital media 
equipment and edit suites.

The duration of this award is for three months.

A stipend of €600 will be contributed.

For a full list of equipment: www.firestation.ie/
facilities/resource-centre/

CLOSING DATE FOR APPLICATIONS: 
5 PM, 8TH OCTOBER 2021
To apply for a place please submit:

—  A short statement specifying what you  
wish to achieve during your time here

— A short project plan

— A current CV (3 page maximum) and/or short bio

—  Up to five images of recent work/research  
with captions

—  Up to three video links — maximum three  
minutes duration

Materials can be sent in a single PDF preferably and/or 
via online transfer to: artadmin@firestation.ie with the 
email subject ‘Practice Awards 2022’

Email enquiries: artadmin@firestation.ie

FIRE
STATION
ARTISTS’
STUDIOS

2022

IMAGE: Zanele Muholi / S’thombe, La Réunion / I of IV (2016) / Silver Gelatin Print / 
Detail from a Quadriptych / 30 × 28.3 cm / David Kronn Collection.

The Narrow 
Gate of the 
Here-and-Now
30 July 2021 — 2022

Book at imma.ie

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



Arts +
Disability
Connect

An Arts Council funding 
scheme for individual 
artists with disabilities.

Download application forms, guidelines  

and Easy Read information from 30  

August here: www.adiarts.ie/connect

Contact: amie@adiarts.ie

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

Graham Gingles: The Theatre of Secrets
16 October 2021 - 19 Feb 2022

F.E. McWilliam Gallery & Studio

www.femcwilliam.com

Graham Gingles, The Last Lines of Waiting, 52 x 74 x 11cms, 2001.

Admission Free. No booking necessary

www.thelab.ie 

The LAB Gallery, 
Dublin City Arts Office, 
Foley Street, Dublin 1

The LAB Gallery is pleased to present

Hypnagogia 
Ann Maria Healy
Until 30th September
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Dublin

Gallery of Photography Ireland
Gallery of Photography Ireland recently 
launched the first survey exhibition of Martin 
Parr’s Irish photography, spanning a forty-year 
period from 1979 to 2019. Viewed by many as 
the essential English photographer, Martin Parr 
has actually had a long relationship with Ire-
land. Between 1980 and 1982 Parr came to live 
in Ireland, making his home in Boyle, County 
Roscommon. During this time he photographed 
extensively in the West of Ireland. The exhibition 
continues until 4 September.

galleryofphotography.ie

PhotoIreland Festival 
The annual PhotoIreland Festival took place 
from 1 to 31 July. From the press release: “Tak-
ing its cue from current conflicts and affairs, the 
festival generates a discussion around complex 
social and global issues, presenting traditional 
and contemporary lens-based practices, along-
side film and performance, serving a cornucopia 
of engaging and relevant material — with many 
works never seen before in Ireland. We look at 
topics ranging from hospitality to colonisation, 
from hunger to overconsumption, trauma to 
technology, ethics to ideologies, to sustainability, 
and even surveillance capitalism.” 

2021.photoireland.org

MART HX Village Studios
MART presented their Annual Exhibition 
Award 2021, featuring work by Lana May 
Fleming and Lily O’Shea. Lana May Fleming 
was selected from the MART / Fingal Graduate 
Award call out in 2020 and received a one-year 
studio at MART studios alongside curatorial 
and financial support for the exhibition. Lily 
O’Shea was selected as a recent graduate of CIT 
Crawford College of Art & Design. The exhibi-
tion was curated by Ciara Scanlan as a showcase 
and support opportunity for emerging artists. 
The exhibition was on display from 4 August to 
14 August.

mart.ie

Pallas Projects/Studios
Pallas Projects recently presented ‘manic panic’ 
by Suzanne O’Haire, the sixth exhibition in the 
Artist-Initiated Projects 2020/21 programme. 
From the gallery: “For ‘manic panic’, Suzanne 
O’Haire exhibited a series of 12 assemblag-
es made during 2019, while on a four-month 
international residency at the Irish Museum of 
Modern Art (IMMA). Due to the pandemic, 
this work sat untouched in a garage in North 
Meath for two years. Alongside this work is a 
new sound recording, twelfth, that O’Haire 
developed through the 2020-21 lockdown.” 
The exhibition was on display at Pallas from 12 
August to 28 August.

pallasprojects.org

Graphic Studio Gallery
‘Moving Still’, a solo exhibition of new work by 
Kate MacDonagh, was presented at Graphic 
Studio Gallery, located in Temple Bar. On Sat-
urday 26 June the artist was in attendance at the 
opening of the exhibition. Accompanying the 
exhibition is an essay by Hugo Hamilton, part 
of which reads: “This abstract image contains 
something deeply human, an expression of ener-
gy existing beyond the surface. It seems both 
static and full of motion, like a living presence.” 
The exhibition was on display from 26 June to 
31 July.

graphicstudiodublin.com

Golden Thread Gallery
Golden Thread Gallery recently launched Ali-
son Lowry’s new exhibition ‘The Bystander 
Effect’ in their Project Space. From the gallery: 
“‘The Bystander Effect’ examines the role that 
we, as a society, had in allowing an ‘architecture 
of containment’ to develop in Northern Ireland. 
Within the exhibition, the term ‘architecture of 
containment’ describes the physical infrastruc-
ture and systems used to incarcerate women and 
children in eighteenth and nineteenth-century 
Ireland.” The exhibition continues until 9 Sep-
tember.

goldenthreadgallery.co.uk

Belfast Exposed
Jerwood/Photoworks Awards 2020 showcases 
new photographic works by two early-career 
artists, Silvia Rosi and Theo Simpson. The Jer-
wood/Photoworks Awards support artists using 
photography to make new work and significant-
ly develop their practice. The awards particular-
ly seek to encourage artists and photographers 
exploring new approaches to photography, and/
or whose practice is experimental. The exhibition 
continues at Belfast Exposed until 25 September.

belfastexposed.org

QSS Gallery & Studios
The group exhibition, ‘Anywhere Out of the 
World’, was on display at QSS from 5 to 26 
August. It brought together a selection of art-
ists working nationally and internationally who 
are “united in their exploration of the genera-
tive possibilities of noise and the significance of 
indeterminacy in the artwork’s formation. All 
artists, either explicitly or implicitly, declare a 
fascination with the ‘imperfect’ and acknowl-
edge the critical role spontaneity plays within 
their creative process. Noise, the glitch, ruptures 
our frame of reference and points to the ‘any-
where’ that is potentially and virtually awaiting 
us out of the world.” 

queenstreetstudios.net

Vault Artist Studios
‘As I Cannot Write’ was a solo exhibition at 
Vault of new and ongoing work by Cathy Scul-
lion – a visual artist and curator based in Bel-
fast. Scullion takes a multi-disciplinary, concep-
tual approach to her work, which is expressed 
through a variety of traditional and non-tradi-
tional techniques, installation and video. With 
a focus on experimentation, she explores ways 
in which material and process can be used to 
express personal and collective experiences and 
emotions. The exhibition was on display at Vault 
from 5 to 13 August.

vaultartstudio.org

Ulster Museum
From the gallery: One of the most ambitious 
exhibitions of Willie Doherty’s work to date, 
‘WHERE’ offers an overview of his career in 
photography and time-based media. Beginning 
in the 1980s, the exhibition presents an exten-
sive series of photographic and video work and 
offers an important opportunity to see Doherty’s 
work in depth. In the aftermath of Brexit, and in 
the centenary year of the partition of Ireland, the 
exhibition focuses on the theme of borders, both 
real and imagined, a subject which has dominat-
ed Doherty’s practice for over four decades. The 
exhibition continues until 12 September.

nmni.com

Fiona Hallinan, I remember oranges, you remember dust, 2019; photograph by Thomas Raggam, courtesy the artist 
and PhotoIreland Festival.

Jennie Moran, Say yes to who or what turns up, 2020; photograph by Louis Haugh, courtesy the artist and 
PhotoIreland Festival.

Rua Red Café
Leo Boyd’s exhibition ‘The Daily Inhale’ was on 
display in Rua Red Café from 1 to 31 July. It 
presented a collection of mixed-media screen-
print paintings on canvas that “tell satirical 
stories about ubiquitous technology and the 
24-hour news cycle and its effects on us as indi-
viduals in a highly connected society. Collecting 
together a series of canvases created in the last 
couple of years at Vault Artist Studios in Belfast, 
this exhibition highlights some of Leo’s obses-
sions: from vintage adverts to Meat Wagons and 
human computers.” 

ruared.ie

University of Atypical
The University of Atypical recently present-
ed the exhibition ‘strangely disjointed & idio-
syncratic’ by artist Dara Condon, who was the 
recipient of the University of Atypical’s Gradu-
ate Award 2019. From the gallery: “Dara’s inspi-
ration derives from eclectic pools of thought 
drawing on scientific theories, sacred symbols 
and forms, mythology and the power of the nat-
ural world. This new body of work forms a con-
stellation of artforms drawing from the artist’s 
life and his experience of the mind, memory, and 
mental health.” The exhibition ran from 22 July 
to 8 August.

universityofatypical.org

Belfast
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Regional & International

Ballina Arts Centre
Ballina Arts Centre presents ‘Travelling in 
Meditation’, an exhibition by Sligo-based artist 
Ann Conlon, who works in painting and relief 
sculpture. Travelling has always been a pas-
sion of the artist, who states: “This work began 
because of an urge to be on the move again. 
These pieces possess a sense of displacement 
which suggests they are not solely of this time, 
raising questions about whether they reside in 
the past or the future.” The exhibition is on dis-
play until 2 October.

ballinaartscentre.com

Custom House Studios + Gallery
‘Hinterlands’, an exhibition of drawings by 
Phill Foley, was presented from 29 July to 22 
August at Custom House Studios + Gallery. 
From the press release: “The areas of exten-
sive countryside around the west of Ireland are 
often referred to as the ‘hinterlands’ – a German 
term that loosely translates as ‘the land behind’. 
It describes how we perceive these places as 
remote yet connected to us. Through my prac-
tice, I depict these natural spaces, investigating 
how the hinterlands inform our sense of time 
and place in subtle but crucial ways.”

customhousestudios.ie

Limerick City Gallery of Art
The exhibition ‘Common Thread’ by Limer-
ick-based artist, Maighread Tobin, centres on 
her ongoing passion for gardens. As stated in 
the press release: “During this time and within 
all seasons, the artist has studied and extracted 
materials from numerous gardens, made stud-
ies and created work inspired by the natural 
environment. The artist will develop a body of 
work that explores a particular environment she 
has visited many times, the National Botanical 
Gardens in Dublin”. The exhibition continues at 
LCGA until 12 September.

gallery.limerick.ie

Wexford Arts Centre 
Wexford Arts Centre recently presented ‘Ochre’, 
an exhibition of new paintings by artists Ciara 
Roche and Emma Roche. From the gallery: “In 
reconfiguring their shared surname as the title 
of their exhibition, Ciara Roche and Emma 
Roche signal a shared attachment to the matter 
of colour. But their work also engages with sys-
tems of classification and valuation that operate 
well beyond the domain of art.” The exhibition 
was on display from 14 June to 7 August. The 
exhibition is accompanied by a specially com-
missioned essay by Dr Maeve Connolly, titled 
‘Pigments & Proper Names’.

wexfordartscentre.ie

Wild Tulips Gallery
From 6 to 14 August, WILD TULIPS Out-
reach presented ‘Dose’, an exhibition by recent 
graduate, Molly McFadden. From the gallery: 
“McFadden’s work looks, indirectly, at facets of 
the post-conflict climate of the North. In her 
practice, the artist subverts the often-territori-
alised notion of the symbol, to discuss painful 
points of contention from a place of neutrality. 
She considers the bleed of the internal to the 
external, the extension of the traumatized body 
to the traumatized land and anguish as our 
ancient scourge, in her attempt to describe the 
psychic landscape of the North.”

wildtulips.org

Flowerfield Arts Centre
From 16 June to 27 July, Flowerfield Arts Cen-
tre presented ‘Close to Home’, an exhibition of 
new work by Maurice Orr, inspired by Seamus 
Heaney’s poetry. Orr’s paintings “take the viewer 
on an atmospheric journey through bog, stream, 
lough edges, rugged fields and dramatic skies 
as far as the eye can see. Using earthen colours, 
texture, panoramic vistas and scale as tools, the 
viewer is enveloped by the enchantment of Ire-
land’s rural landscape and in particular, the envi-
ronment of Lough Neagh and Bellaghy which 
so nurtured the work of the Nobel Laureate.” 

flowerfield.org

Hyde Bridge Gallery
‘Human Signature’ was an exhibition for Cairde 
Sligo Arts Festival of four lens-based artists who 
are based both locally and nationally: Paul Cabe-
na, Anna Leask, Sarah Sexton and Mateja Šmic. 
Each artist was selected by Barry Mc Hugh, a 
curator based in the local community. The works 
were chosen in response to the theme of human 
marks on the environment, both architecturally 
and culturally. The exhibition featured new and 
existing works in film and photography. The 
exhibition was on display from 3 to 24 July.

yeatssociety.com

Bridge Street Studios
The Cork-based Backwater Artist Group pre-
miered their show ‘The Human Animal’ on 22 
February and it will run until 12 November. 
From the artist group: “In the midst of the 
COVID-19 pandemic a core strand of Backwa-
ter’s 2021 artistic programme examines humani-
ty’s relationship with the natural world and takes 
a closer look at ‘the human animal’ in this con-
text. The Human Animal: A Personal View of the 
Human Species is a 1994 television documentary 
series written and presented by zoologist, ethol-
ogist and surrealist painter Desmond Morris.” 

bridgestreetstudios.com

Muine Bheag Arts
‘Grass Roots’ is the first public programme 
initiated by Muine Bheag Arts – an artist-run 
organisation in County Carlow. From the press 
release: “Grass Roots refers to the act of self-or-
ganising, nurturing ideas and facilitating dia-
logue on a local level. The programme includes 
contributions from Bog Cottage, Saidhbhín 
Gibson, Carl Giffney, Mary O’Leary, Nollaig 
Molloy, Rory Mullen, Cliodhna Timoney and 
Katie Watchorn. The works explore and inves-
tigate notions of the land, craft, industry, com-
munity and place.” The exhibition was on display 
from 30 July to 29 August.

muinebheagarts.com

Design POP Festival 2021
Cork City’s architecture, design and food festi-
val, Design POP, returned to the streets of Cork 
and online from 27 to 29 August. Over three 
days, audiences enjoyed architecture, food and 
design through a series of architectural pavil-
ions, events, talks, exhibitions and conversations. 
Design POP 2021 focused on topics of learning, 
collaborations, and conversation around import-
ant social, sustainable and environmental topics. 
This celebratory festival brought together lead-
ing Irish designers, architects, and food makers 
to collaborate and share. 

designpop.ie

Crawford Art Gallery 
An exhibition by Doug Fishbone, titled ‘Please 
Gamble Responsibly’ was on display at Craw-
ford Art Gallery from 21 May to 29 August. 
From the gallery: “Doug Fishbone is an inter-
nationally renowned artist who creates proj-
ects and exhibitions which unearth, question 
and examine societal misconceptions through 
humour and manipulation of context. In his first 
solo exhibition in Ireland, commissioned by the 
gallery, Fishbone created a sculptural spectacle, 
inviting visitors to wander around his ‘ghost 
estate’.”

crawfordartgallery.ie

Cultúrlann Sweeney Gallery
From 2 to 28 August Cultúrlann Sweeney 
Gallery, Kilkee, County Clare, presented ‘Wild 
Atlantic Views’ by Gene Clohessy, a visual artist 
from Limerick who has been living in Doonbeg, 
County Clare for the last 14 years. According 
to the gallery: “Gene has always had an interest 
and a flair for fine art and crafts and her children 
Lauren and CJ continually inspire her to follow 
her passion. In 2018 Gene set up Doonbeg Cre-
ative Art Studio, to which she received a great 
positive response”. 

clarearts.ie

Doug Fishbone, Please Gamble Responsibly, 2021, installation detail; photo © Jed Niezgoda, courtesy the artist and 
Crawford Art Gallery. 

Emma Roche, Swimming Lesson, 2021, Acrylic On Wooden Panel, 23 x 30 cm; image courtesy the artist and Wexford 
Art Centre. 
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Each year Edinburgh Art Festival invites 
Scottish and international artists to make 
and present new projects specifically for 
the festival, alongside a rich programme 
of exhibitions and events curated by 
partners across the city. Edinburgh Art 
Festival are committed to champion-
ing the production and presentation of 
new work, inviting artists at all stages of 
their careers into conversation with the 
city, often offering rare public access to 
important historic buildings, and always 
engaging audiences in citywide debates 
around wider social issues.

This year EAF collaborated with a 
range of partners to support and pres-
ent a programme of new work by artists 
working in Scotland, the UK and interna-
tionally. Tak Tent O’ Time Ere Time Be Tint 
is a new artwork by Sean Lynch commis-
sioned by Edinburgh Sculpture Workshop 

and EAF. Known as a skilled storyteller 
with a knack for unearthing little known 
or underappreciated knowledge. Lynch’s 
new project casts a spotlight on Edin-
burgh’s public monuments and sculp-
tures, today subject to ongoing civic pro-
cesses to have society acknowledge and 
understand the legacies of history. 

His installation at Edinburgh Sculpture 
Workshop explores the use of folk tradi-
tions, the making of sculpture and the 
parables held inside monuments them-
selves, which can empower social change 
and produce a public realm implicitly 
open to everyone. Extensive fieldwork on 
this theme is seen in a new video artwork, 
while a new series of sculptures resusci-
tate the use of Coade Stone, a now obso-
lete building material with a secretive rec-
ipe re-discovered by the ESW’s technical 
team over the last year.

Sean Lynch Commission for EFA 2021

CCA shortlisted for Museum of the Year
CCA Derry~Londonderry has been selected as 
one of the five finalists for Art Fund Museum of 
the Year 2021, the world’s largest museum prize.

From CCA Derry~Londonderry: “The Cen-
tre for Contemporary Art has been exhibiting 
emerging artists from Northern Ireland along-
side international peers since 1992. Today CCA 
creates opportunities for audiences to experience 
ambitious, experimental and engaging contem-
porary art and supports the development of 
artists through commissions, solo and group 
exhibitions, public programmes, artist residen-
cies, alongside its own publishing programme. 
In the past year, it has supported 65 artists with 
paid opportunities including social media take-
overs, as well as developing its CCA Supports 
programme. This includes an online platform 
providing artists with information on emergen-
cy support through Government schemes and 
initiatives, crit groups, surgeries along with a 
series of Round Table podcasts. Moreover, CCA 
has continued to engage with the community by 
displaying artwork in its windows, it presented 
the biennial exhibition ‘URGENCIES 2021’ in 
spaces across the city such as in shop windows, 
theatres and a shopping centre, and delivered 
activity packs to hundreds of schoolchildren, 
essential in an area of social deprivation.”

The other four shortlisted museums are:
• Experience Barnsley
• Firstsite
• Thackray Museum of Medicine
• Timespan

Golden Thread Gallery shortlisted for 
Family Friendly Museum Award
The Golden Thread Gallery, Belfast, has been 
shortlisted for the Kids in Museums Family 
Friendly Museum Award.

Charity Kids in Museums has run this pres-
tigious annual award for the past 15 years, rec-
ognising the most family friendly heritage sites 
in the UK. It is the only museum award to be 
judged by families.

From April to June, families across the UK 
voted for their favourite heritage attraction on 
the Kids in Museums website. A panel of muse-
um experts then whittled down hundreds of 
nominations to a shortlist of 20 heritage attrac-
tions.

Golden Thread Gallery is vying against five 
other museums in the Best Small Museum cat-
egory.

GTG Deputy Director Sarah McAvera says: 
“We are absolutely delighted to be shortlisted 
for this prestigious award. Golden Thread Gal-
lery is a small organisation that punches above 
its weight, and making all our visitors feel wel-
come is very important to us. We love inspir-
ing and being inspired by the next generation 
of creative talent, and we’re so happy to finally 
be able to open our doors and welcome families, 
children and young people back to the gallery!”

The Golden Thread Gallery offers a pro-
gramme of contemporary art exhibitions and 
activities that aim to get as many people as 
possible interested and engaged with visu-
al art. Admission to the gallery, including all 
exhibitions, events, artist talks and family art 
workshops is always free of charge. The gal-
lery supports and showcases emerging artists 
in Northern Ireland, and brings internationally 
renowned visual artists and their work to Belfast. 
Over lockdown GTG shared hours of online art 
events and activities for all ages and abilities – all 
available online on the Art & Learning page on 
the gallery website. GTG is wheelchair accessi-
ble, has baby-changing facilities, is breastfeed-
ing friendly, has room for buggies and prams in 
our Junior Gallery family area and provides free 
tea and coffee for visitors. GTG also provides 
every young visitor under 16 with a free Gallery 
Explorer backpack with art materials, activities 
and a surprise! The GTG Social Story for autis-
tic young people can be downloaded from the 
website, to help everyone plan their visit and feel 
comfortable exploring our exhibitions.

The museum will now be visited by under-
cover family judges who will assess the museums 
against the Kids in Museums Manifesto. Their 
experiences will decide a winner for each award 
category and an overall winner of the Family 
Friendly Museum Award 2021. The winners 
will be announced at an awards ceremony in 
October.

€29m Crawford Art Gallery redevelopment
On 23 July the Taoiseach, Micheál Martin TD 
and Minister for Tourism, Culture, Arts, Gael-
tacht, Sport and Media, Catherine Martin TD 
announced that the contract for the design for 
the redevelopment at the historic Crawford Art 
Gallery has been awarded to Grafton Architects.

From Department of Tourism, Culture, Arts, 
Gaeltacht, Sport and Media: the overall plan 
provides for the investment of €29m in the rede-
velopment, including design, of the 200-year-

old gallery building over the next four years.
Crawford Art Gallery is a National Cultur-

al Institution, located in the heart of Cork City 
and dedicated to the visual arts, both historic 
and contemporary. The collection comprises 
over 3,000 works, ranging from eighteenth-cen-
tury Irish and European painting and sculpture, 
through to contemporary video installations. It 
has over 260,000 visitors per year.

Crawford Art Gallery is located in an 
important historic building, parts of which date 
back to the early eighteenth century. The build-
ing needs significant enhancement to meet the 
evolving demands of a dynamic National Cul-
tural Institution.

Through Project Ireland 2040, the govern-
ment is investing €460 million in Ireland’s 
National Cultural Institutions to revamp and 
modernise their facilities both in terms of visitor 
experience and storage of the national collec-
tions.

The Minister for Tourism, Culture, Arts, 
Gaeltacht, Sport and Media, Catherine Martin 
TD approved the business plan for Crawford 
last September, which will involve the invest-
ment of some €29m in the total re-development 
of the building.

As part of this overall plan, Grafton Archi-
tects have now been selected as the principal 
design consultants following a two-stage pro-
curement process. They will be responsible for 
providing all construction-related technical 
advice and design services to the Crawford Art 
Gallery and the OPW in respect of the project.”

RDS Visual Art Awards
The RDS Visual Art Awards is the most import-
ant platform for visual art graduates in Ireland. It 
provides a significant prize fund of over €30,000, 
as well as vital exposure for emerging visual art-
ists as they move into early professional practice. 
This year, due to the ongoing uncertainty about 
how COVID-19 will impact on the end of year 
college degree shows, applications were opened 
to ALL final year graduating visual artists from 
BA and MA courses on the island of Ireland 
through an open competition. The annual RDS 
Visual Art Awards exhibition will be curated 
by artist Vera Klute and be shown in the RHA 
from November 25 to December 19 (subject to 
COVID-19 restrictions). The 2021 RDS Visu-
al Art Awards applications were reviewed by a 
team of six professional curators: Sheena Bar-
rett, Valerie Byrne, Mary Cremin, Seán Kissane, 

Paul McAree and Sharon Murphy. Between 
them, they have longlisted 53 graduates (listed 
below) to move forward to the second stage of 
the competition.

2021 Longlisted Artists

Belfast School of Art: Euan Gébler, Susan 
Hughes, Lauren Ciara McCullough, Maria 
Morales Caamaño, Kate O’Neill.

Burren School of Art: Ellen Ferrier, Letitia 
Hill

GMIT Centre for Creative Arts & Media: 
Emily Lohan, Kate McSharry, Stacey Mulligan, 
Críona Scannell.

IADT Dún Laoghaire: Karolina Adamczak, 
Lauren Conway, Jamie Cross, Leon Nevill Gal-
lagher, Lucy Tevlin.

Institute of Technology Carlow (Wexford 
Campus): Alan Davis.

Limerick School of Art & Design: Fiona 
Gordon, Day Magee, Alexandria Martin, Finn 
Nichol, Roibí O Rua, Adela Passas, Ellen-Rose 
Wallace, Aodhbha Wynne.

MTU Crawford College of Art & Design: 
Pádraic Barrett, Aoife Claffey, Rachel Daly, 
Maitiú Mac Cárthaigh, Kate McElroy, Bríanna 
Ní Léanacháin.

National College of Art & Design: Iulian 
Bocancea, Suzanne Carroll, Laragh Conroy, 
Deborah Corcoran, Isabella Delaney, Jos Fullam, 
Louis Haugh, Yazan Hazaymeh, Vanessa Jones, 
Lauren Kelly, Orla Kelly, Juliette Morrison, 
Francis O’Mahony, Hazel O’Sullivan, Barbora 
(Bara) Palcikova (Palcik), Darren Rogers, Sofia 
Rudi Kent, Jack Scollard.

Sligo Institute of Technology: Nadia Tamer-
ji.

TU Dublin School of Creative Arts: Cather-
ine McDonald, Aifric Prior Beliere

Waterford Institute of Technology: James 
Whelan

A judging panel of five visual art profession-
als will review these longlisted applications and 
shortlist up to 14 candidates who will be includ-
ed in the 2021 RDS Visual Art Awards exhibi-
tion, curated by Vera Klute, which will take place 
in the RHA. Only exhibitors will be considered 
for one of the five prizes. Vera Klute, Rachael 
Gilbourne, Clíodhna Shaffrey and Una Sealy are 
the members of the expert judging panel, which 
is chaired by RHA Director, Patrick T. Murphy.

THE LATEST FROM THE 
ARTS SECTOR

Sean Lynch, Tak Tent O’ Time Ere Time Be Tint, 2021, commissioned by Edinburgh Sculpture Workshop and Edin-
burgh Art Festival; image courtesy the artist and EAF.
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North Calling 

ANN QUINN DISCUSSES HER RECENT PAINTINGS, TO BE SHOWN 
IN A SOLO EXHIBITION AT TAYLOR GALLERIES.

Skills

I GREW UP in Donegal, in the north of the 
country, and winter has always been my favou-
rite season and theme for my work. In Norway 
I thought I would find a more dramatic aspect 
of ‘the north’. I have always felt an affinity with 
the Nordic countries and the idea of the north, 
enriched by literature, films and art. Both of 
these places have vast dramatic skies, which 
have been a feature in my work for many years. 
In recent years I have watched endless Nordic 
Noir television series. I often find the location 
of filming more interesting than the story, or the 
location is what makes the story. These televi-
sion series did not contribute to the paintings 
directly, but the atmosphere may have fed into 
my work.

The small town of Andenes, where I stayed 
during my time in Norway, lived up to my 
expectations. I arrived there in late winter, just 
before the snow began to melt. I had never seen 
as much snow in my life; cars were entirely sub-
merged in it. Many times, I was the only person 
walking on the icy footpaths. There is something 
clear and unifying about snow, the way it blan-
kets the land and turns it into one white expanse. 
It makes the world look stark and definite. Being 
in Norway brought me back to my childhood, 
when snow would fall in Donegal at some point 
every winter, whereas now it has become a rare 
sight. 

My work is a visual diary of my life. Each 
painting is based on experiences I have had in 
particular places, where I have spent time. There 
are certain rare moments in life when I feel I 
am witnessing magic and I try to capture this in 
a painting. The only portrait in the exhibition, 
titled Christie, North is Calling, is based on a 
93-year-old man I worked with during the final 

Ann Quinn, My Ancestral Home, 2021, oil on canvas, photograph by Daniel Lipstein, courtesy the artist. 

The Painters in the Trees 

CORNELIUS BROWNE REFLECTS ON PAINTING WITH HIS 
CHILDREN CLOSE TO HOME.

AS CLASSROOMS BECKON, my children hope 
to continue painting outdoors, excited by the 
prospect of trees blazing in autumnal splen-
dour. We live amid wilderness. Foliage on windy 
nights scratches the windowpanes, and during 
the school closures earlier this year, we trooped 
out to paint the arrival of spring. Nature’s clock 
and our own did not tally, however, a cold snap 
delaying signs of rebirth. My young painters 
were at first downhearted; winds lamenting 
through naked branches dampening their spir-
its, the football-rattles of magpies not yet sweet-
ened by the chirps and trills of smaller birds. My 
own passion was reborn as I observed how their 
early paintings found life in the tail end of win-
ter, the glow of creativity adding a heartbeat to 
the wild entanglement we call home. 

Doorstep art weaves a rich path through 
space and time, joining together disparate 
households from which artists have stepped to 
paint within sight of where they eat and sleep. 
John Constable spoke of “stay-at-home people”, 
and throughout his life remained a home bird. 
Unlike Turner, who travelled the world in search 
of new views, Constable never went abroad, 
painting many a masterpiece within an acreage 
that might constitute a leisurely stroll.

Hardly a stroll carries my children and I 
to our painting posts. Although the intervals 
between our plein air breaks from home-school-
ing had shortened, spring still caught us 
unawares. In a blink, the world was newborn 
and wide-eyed. Leaves unknown to wind 
and rain tasted the air in their thousands. As 
nest-building season got underway, the raucous 
magpies were drowned out by hundreds of syr-
inxes. We began feeling the synergy with nature 
that comes from open-air painting. The winged 
industry of nest-builders, their day-long singing, 
animated our paintbrushes. Another blink, and 
nests were established. We began to know indi-
vidual birds thanks to their favourite song-posts. 
Soon, fledglings were familiarising themselves 
with our patch of earth, and we were waist-deep 
in weeds, or, as I prefer to think of them, outlaw 
plants. Hand in hand go life and art. 

From a distance, in the sweep of gentrifica-
tion that has lawned and tamed this region, our 
place likely stands out as an eyesore. It is true 

Plein Air

Cornelius Browne, painters in the trees, photograph courtesy the artist. 

that an air of neglect greets the rare visitor, and 
a certain poverty is plain. Yet that visitor is also 
greeted by levels of birdsong unheard further 
afield. We are happy to share our home with the 
badgers who amble from their nearby sett of an 
evening, with the pygmy shrew who popped into 
the kitchen during my son’s Zoom meeting with 
his school, with the untold nests on ground or 
height. Couriers, over the phone, ask “is that the 
house in the trees?” 

Visual stimulus may be the most obvious 
benefit of painting in the open, yet this is far 
from the whole story. Plants emit secondary 
metabolites to protect themselves, and humans 
interact with these chemicals, meaning that the 
outdoor painter’s body is experiencing a molec-
ular interaction with her subject matter. This is 
signalled clearest by changes in blood pressure, 
although science acknowledges that chapters 
on these phenomena remain unwritten. The 
trees we have been painting possess all the same 
chemicals we have in our brains; they have the 
neural ability to listen and think; they have all 
the component parts necessary to have a mind or 
consciousness – perhaps they even dream. 

In 2016, an Arts Council and ESRI study 
found that children from disadvantaged back-
grounds are much less likely to engage with 
artistic expression, or participate in arts or cul-
tural activities, than children with more affluent 
origins. Other studies show that these same 
children are increasingly deprived of meaningful 
engagement with the natural world, the great-
er parts of their lives spent indoors, in front of 
screens. The Poverty Ireland 2021 report reveals 
that 190,000 children are currently growing 
up in impoverished households. Imagine if 
just some of these children could be given the 
opportunity to paint outdoors.

As I write this column, my father has just 
been diagnosed with an aggressive cancer and is 
beginning chemotherapy. Most of the trees we 
live among were planted by him, haphazardly, 
during the years of his prime. My easel awaits 
on the doorstep. Painting has healed my heart 
many times over. 

Cornelius Browne is a Donegal-based 
artist. 

few months of his life. I have been teaching art 
with older people for over twenty years in Dub-
lin. I spent a short but intense time with Christie 
making different art projects until he became ill. 
The spark he had for creativity made my time 
with him very special. My experience with 
Christie, and with others who were approaching 
the end of their lives, merge to some degree with 
the sense and atmosphere of an unknown desti-
nation: the north.

As is often the case with themes in my work, 
I wasn’t aware that houses feature in many of 
my recent paintings until the work was finished. 
This new subject matter must have arrived sub-
liminally since 2016. It is probably the result 
of buying my own house beside my childhood 
home in Donegal, after living for 20 years in 
a bedsit in Dublin. Since then, I have begun 
noticing other peoples’ homes for the first time 
in my life. I found the houses in Norway very 
intriguing; they complemented the landscape.

I need to be away from a place before I can 
paint it. At least a year has to pass before I can 
even look at my source material, photographs of 
a location I have gathered ideas from. The House 
on Grosvenor Road is based on the house where 
I lived in Dublin from age 22 to 42. I painted it 
after being away from Dublin for nearly a year 
during the pandemic. Only then could I see and 
appreciate the place more clearly from a distance.

Ann Quinn is an artist based in County 
Donegal. Her solo exhibition, ‘North 
Calling’, runs at Taylor Galleries from 23 
September until 15 October.
annquinn.org
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Curation

Gathering Ideas

MICHAEL HILL ANTICIPATES THE CHALLENGES AND ADVANTAGES 
OF WORKING TOWARDS THE VENICE BIENNALE.

AS A TEENAGER, I watched Nicholas Roeg’s 
Don’t Look Now through gaps in my fingers. 
The winding backstreets of Venice intensified 
the film’s horrifically disturbing supernatural 
paranoia. Before that, as a child, Venice was the 
location of a puzzling, labyrinthine level in the 
Tomb Raider II video game. My preconceptions 
of the city have always been anchored to specific 
psychological spaces that still ripple with appre-
hension.

I have never been to the Venice Biennale, and 
my privilege of being part of the Ireland at Ven-
ice 2022 Curatorial Team is at the forefront of 
my mind. At risk of sounding uncommitted, lax 
or undeserving of the opportunity that has been 
afforded to me, I mostly feel that my situation 
is nothing to be limited by. In previous years, I 
made excuses, but the possibility was not always 
there and the pressures of being physically pres-
ent at similar types of global art events have not 
been a crucial part of my day-to-day experience 
of working in the visual arts.

Instead, I have always valued my conversa-
tions with other curators and artists about their 
experiences: very memorably with Sean Lynch, 
in a van on the way to pick up an ancient stone 
monument in Corofin, County Clare, where I 
heard about his adventures representing Ireland 
at Venice in 2015; and more recently from my 
teammates, Clíodhna Shaffrey and artist Niamh 
O’Malley, at the beginning and end of the 2019 
Venice Biennale, which they both visited, com-
ing back with their top picks of things to look at 
more closely from a distance. This awareness and 
understanding about what is going on elsewhere, 
as told by like-minded collaborators and peers, 
has always been a very beneficial and enjoyable 
way to form my own perspectives of things I 
have missed in person. 

Aside from these conversations and email 
exchanges, reading articles online and in jour-
nals, and scouring the internet for photographs 
of exhibitions are other ways I have been able 
to engage with most large-scale international 
exhibitions like the Venice Biennale. Closer to 
home, city-wide exhibitions such as the Liv-
erpool Biennial, Glasgow International and 
EVA have brought much inspiration over the 
years, bridging the gaps between international 
superstar artists and my own peers and friends’ 
exhibitions in concurrent offshoot shows around 
those festivals. Also significant for me are art-
ists’ publications, which have always been a way 
for an exhibition (and the studio work that pre-
cedes it) to endure beyond the days, weeks or 
months it is installed in a gallery. For example, 
Sean Edwards’s book, UNDO THINGS DONE 
– which was a core component of his project for 
the Welsh Pavilion at the 58th Venice Biennale 
in 2019 – made concrete our desire to work 
with the artist on an exhibition at TBG+S, now 
scheduled for Autumn 2022. For me, not hav-
ing seen the exhibition in person, the book gave 
such a strong sense of Edwards’s motivations, 
interests and the things he cares deeply about. 
We hope to capture some of the same compel-
ling vitality in the new publication we are mak-
ing with Niamh to accompany her exhibition in 

Ireland at Venice

Venice next year.
Having said that, connection with spaces and 

in-person encounters are crucial to the experi-
ence of art, and we have all felt that lack over the 
past year and a half. Something I am especially 
looking forward to in Venice is the planning in 
response to the historic Arsenale site. Back on a 
2005 university day trip to London, myself and 
two friends (including TBG+S studio member, 
Richard Proffitt) left the beaten track of the 
major museums to see an off-site exhibition by 
Paul McCarthy (accompanying his Whitecha-
pel Gallery retrospective), which was made from 
a huge heap of amassed houseboat and pirate 
ship-style hulls, piled, crashed and wrecked 
together in a derelict warehouse in the East 
End. This cold-shouldering of the gallery and 
enlivening of non-formal venues inspired us to 
produce exhibitions in our student flat and the 
1970s high school hallways and classrooms that 
formed our ersatz art college. 

Since then, working in several architectural-
ly distinct galleries over the years has given me 
many opportunities to consider how the exhi-
bition space itself is brought into play. In the 
Douglas Hyde Gallery for example, where I pre-
viously worked for eight years, many shows were 
installed to draw focus to individual artworks 
and their connections to each other, rather than 
the formidable scale and fortified materiality of 
the building. Site-specific projects outside the 
DHG with artists such as Áine McBride, Ruth 
Clinton and Niamh Moriarty reconsidered the 
expectation of seeing art objects in a defined 
place, and integrated their work among the 
recycling bins, computer terminals and playing 
fields of an active college campus. Those instal-
lations encouraged viewers to perceive their 
surroundings expansively and to feel immersed 
in an encounter of artworks, with the noise of 
everyday life nipping at the edges.

The Ireland at Venice 2022 Curatorial Team 
are now at the point in the conversation with 
Niamh O’Malley where she is thinking specif-
ically about how to speak to the physical attri-
butes of the Irish Pavilion in the Arsenale. We 
are working out the weight of objects that can 
be carried by barge across the Venetian Lagoon, 
how to secure sculptures to a crumbling brick 
wall, and how to hold and captivate people 
within the enclosure of the space. It is thrilling 
to imagine the energy of Niamh’s ideas being 
sketched, cut and polished in her studio, coming 
to life in a different building, in a different city; 
and that the delight is not only in the prestige of 
the opportunity, but the experience of working 
through it together.

Michael Hill is Programme Curator at Tem-
ple Bar Gallery + Studios, Dublin. Niamh 
O’Malley will represent Ireland at the 59th 
Venice Biennale with her exhibition, ‘Gath-
er’ (23 April – 27 November 2022), curated 
by the team at TBG+S. 
irelandatvenice2022.ie

The Geographical Turn

MIGUEL AMADO DISCUSSES COLLECTIONS, COLONIAL LEGACIES 
AND ‘ART FROM ELSEWHERE’.

THIS YEAR, NEW York’s MoMA announced 
their acquisition of a work by the late Mozam-
bican artist, Malangatana. In the context of 
research on Portuguese African-speaking coun-
tries, I had once paid a visit to his house and 
studio in Maputo. It was my belief – and still 
is – that Malangatana is a major artist. Another 
key institution, Tate, seems to share my belief: in 
2013, I helped one of their curators purchase a 
work through my networks in Mozambique and 
Lisbon, and that same work was then presented, 
and reproduced in a catalogue, next to a work by 
Pablo Picasso, suggesting their parallel position 
within art history.

The ‘other’ has found a foothold in West-
ern institutions in the context of an alignment 
of curation with geography – a phenomenon 
known as the ‘geographical turn’. It has been 
widely commented that the third edition of 
the Havana Biennial, which took place in 1989, 
was the founding event of the geographical 
turn. It extended the territory of art to make it 
global – or, from a Western viewpoint, simply 
opened up the rest of the world. The geograph-
ical turn embraces practices operating outside 
of a Eurocentric mind-set. ‘Art from elsewhere’, 
as the late curator Okwui Enwezor once put it, 
is an expression I likewise invoke to describe 
productions emerging in, or representing, the 
Global South. It evokes this newfound interest 
in underrepresented art from regional contexts 
across the twentieth century, particularly the 
period after the Second World War.

The geographical turn recognises that 
modernity in fact never had a Western govern-
ing centre. For Western curators, it involves an 
art historical revisioning, a fresh look at moder-
nity from various vantage points as a condition 
for a “(re)discovering of neglected artistic figures 
of the modern period”, according to Tate. This 
paradigm shift has demanded a new modus ope-
randi from Western curators: to address the vari-
ety of practices that characterise a pluriversal art, 
and to do so without a patronising attitude and 
without clinging to the usual ‘quality’ standards 
employed for assessing the work of Western art-
ists. 

But I would argue that it is fundamentally 
problematic to look at non-Western practic-
es through the lenses of the West, given the 
ideological connection that has always existed 
between geography and style. It is necessary to 
pay attention to local specificities – political, cul-
tural and so on – yet not be distracted by ‘folk’ 
production, to understand local practices. Tack-
ling this problem is crucial for me, and I have 
been trying to set up a progressive agenda for my 
work, embracing equality, diversity and inclusion 
as key drivers. In the process I have gained inter-
esting insights with respect to the implications 
of my Western intellectual background vis-à-vis 
my activity. With this line of action, I wish to 
challenge mainstream narratives of art by exca-
vating formerly invisible outputs: non-Western, 
non-European, female, Black, outsider. 

Tate is a pivotal player in the geographical 
turn. In the run-up to the opening of Tate Mod-
ern in 2000, it manifested a newfound aware-

ness of the bias in its collection and programme, 
recognising that until then it had been mostly 
dedicated to artists from the West – even just 
from the NATO alliance countries. Such geo-
graphical bias corroborated the canonical art 
history initiated by MoMA in the 1930s, in 
terms of both items collected and techniques of 
display. Tate Modern challenged these by pair-
ing works distinct in formal properties and/or 
chronology. Remember the controversy around 
the juxtaposition of a painting by Claude Monet 
and a sculpture by Richard Long on the grounds 
of their thematic commonalities – namely the 
representation of nature and the fabrication and/
or use of land(scape)?

Since the early 2000s, Tate has acquired, and 
sometimes presented, much art from elsewhere, 
‘discovering’ the ‘multiple’ modernisms that were 
there all along and paying attention to contem-
porary and emerging outputs. This is carried out 
with the financial assistance of individuals and 
corporations congregated in regionally based 
acquisition committees, informed by research 
put forward by curators representing those 
regions: Latin America, the Middle East and 
Northern Africa, Russia and Eastern Europe, 
Africa, Southeast Asia and so on. But discus-
sion has been emerging regarding whether Tate 
is still merely reproducing uneven power rela-
tions through other means. Is it really evening 
the playing field for Tate to extract art from its 
context – geographic, political – and concentrate 
it in a formal colonial centre such as London, 
for the sake of mainly Western audiences, using 
resources that are non-Western in origin?

The ties between Europe and the rest of 
the world are colonial in nature. What has 
always been celebrated in Europe as the dawn 
of an Age of Discovery has been conspicuous-
ly unsung as the beginning of an era of dipos-
session everywhere else. Speaking about the 
Algerian Revolution (1954-62), for instance, the 
philosopher Paul Ricoeur called for a “decoloni-
sation of memory” – in other words, strategies 
of resistance to the hegemonic culture of the 
coloniser. The colonial bond may break de fac-
to, but it still exists in the consciousness. Thus, 
I consider it urgent to write counter-narratives 
to the official, Eurocentric art history that give 
voice to the subaltern – a Gramscian term that 
encapsulates all those who have been objects of 
European colonialism.

For an institution such as Tate to do this, it 
must first acknowledge the original source of 
the wealth of Henry Tate, who was behind its 
establishment in 1897. Tate was a sugar mer-
chant active in the mid-nineteenth century. In 
the summer of 2019, Tate released the statement 
‘The Tate Galleries and Slavery’; this was the 
“starting-point for reassessing the legacies of 
historical slave ownership at Tate”. It is more 
urgent than ever to continue this effort, which 
absolutely must include a reconsideration of 
Tate’s own name.

Miguel Amado is a curator and critic, and 
director of SIRIUS, Cobh, County Cork.
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Gradual Shifts in Texture and Tone 

JOHN GRAHAM OUTLINES ASPECTS OF HIS DRAWING PROCESS.

When I’m making a drawing, it’s as though I’m 
inside it, feeling my way towards some unclear 
entity – an outcome I’ve anticipated but am 
unable to see. You feel your way along in the 
dark (guides to the terrain are never much use 
once you’re inside) until you eventually emerge, 
chastened, confused, or occasionally, delighted. 
Making things without utility is a curious game. 
Sometimes it feels like you’re beaten before you 
start. Why make these useless things? And if 
you do, how to assess their merit? Upon what 
criteria is their promise realised? Drawings, of 
course, often do have utility, as designs for things 
to be made or records of things already seen. 
Drawings convey information. Th ey describe 
and articulate. Th ey help us to put things togeth-
er. But I’m not sure my own drawings do any of 
that.

Th ough carefully constructed, I’ve never 
made a drawing that looks the way I thought 
it would. I make a simple plan. Along with a 
specifi c set of mark-making strategies, this helps 
me to start. I draw a line along a straight edge. 
Th ere is an approximately determined length. 
Th en, as closely as possible to the previous line, I 
make another one. Th is continues until a limit is 
reached. I turn the drawing 90 degrees and start 
over. To relieve the monotony, I choose a point 
or points along this duration (and it often does 
feel as though I’m constructing time) and make 
a little gap or interruption – a step-over before 
starting again. Th ese breaks become composi-
tional devices. Th ey feel like failures, because the 
simple premise of the drawing has been lost – a 
proletarian construction corrupted by bourgeois 
design.

When I’m working I try listening to pod-
casts, but I end up fi ddling with the phone and it 
becomes too distracting. I spend more time lis-
tening to music, sometimes through headphones 
but mostly through a Bluetooth speaker – I like 
to hear the sound in the room. Recently I’ve 
been listening to a lot of repetitive, drone-based 
music, composers like Phill Niblock and Éliane 
Radigue, and younger fi gures like Ellen Arkbro 
and Kali Malone. Th ey all make music that is 
relatively uneventful, focusing instead on grad-
ual shifts in texture and tone. Listening to them 
feels more like a surrender of consciousness than 

Skills

John Graham, 20 Drawings, 2021, designed by Peter Maybury; image courtesy the artist. 

a deliberate act. I fi nd it moving. Structurally, it’s 
a bit like the work I’m making, so listening in 
the studio is a sort of exquisite, double agony.

I rarely think about drawing when I work. 
I think about painting. My admiration for 
colourists is unbound. Th ey are dealing with 
the ineff able. Structure is diff erent. Structure 
can be worked out. Colour is important for me 
too, but it feels more insinuated than planned. I 
think of it as an atmosphere in thrall to a form. 
I mix inks, but it’s not like mixing paint; there’s 
no palette or blending tool, just little bottles of 
liquid colour, fi ddly and diffi  cult to see and com-
bine. Once inside the reservoir of the pen, it’s a 
palaver to change it. If you don’t like the colour 
you have to remove the ink and clean everything 
before starting again. Sometimes I use a pen-
cil. And of course graphite has its own colour. 
Colour, mark, and material all acting as one. I 
also paint the entire surface of the paper before 
I start. I like the paper’s subtle texture but I’m 
not a fan of drawing straight onto it – that feels 
intrusive and weird.

From my drawing table I can see a male 
blackbird resting on the gravel outside. He 
might be from the family who nested in the gar-
den two years ago. Or one of the chicks grown 
up. Who knows? He turns his head sideways, 
and then very slowly upwards towards the sun. 
I can see his dark eye shining, the cornea trans-
lucent inside its yellow band. He remains there, 
motionless, as though in a trance. I think of the 
Spanish dancers we had on the mantel at home, 
a gift from a neighbour’s exotic trip. Th eir bent 
elbows and wrists held aloft. Th eir tiny castanets. 
I was fascinated by their black clothes. Th e man’s 
tight fi tting suit. Th e women’s dress, its dense 
layers of taff eta and lace. If only I could make 
something as beautiful as that, as beautiful as 
a cheap souvenir. Sunlight pierces the under-
growth. As though emerging from a dream, the 
bird slowly stretches one black wing out, like a 
softly unfolding fan.

John Graham is an artist based in Dublin. 
His book, 20 Drawings, designed by Peter 
Maybury and with a text by Brian Fay, was 
published this summer.
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Arts Centres (For All) 
Síle Penkert 
Executive Director, Garter Lane Arts Centre

AS THE EXECUTIVE Director of Garter Lane 
Arts Centre, I constantly rerun a sentence in 
my head. It comes from the first-round inter-
view I did for my current role. When a panellist 
asked me about my experience of the arts centre, 
I replied that “my first interaction with the arts 
centre was when I was 11 years old in 1985, one 
year after the arts centre was officially opened.” 
I recount the anecdote as a route to reflecting 
upon my connection to this area and how it 
relates to the evolution of the organisation.  

The connection I have with this area is a fair-
ly normal, but absolutely grass roots one. Hav-
ing had an ordinary, 1980s Irish housing estate 
introduction to the world, my lens on the arts was 
formed by the early interactions I had within my 
own vicinity – the local green, where a band of 
story creators and theatre makers enacted some 
fairly wild stuff in pretty preposterous costumes 
and face paint, while being jeered by local kids 
and pre-pubescents on BMXs. And later, while 
on my own journey of formal education in the 
arts and working in the sector, finding out that 
many of those who had been performing were 
heavily involved in a local campaign, known as 
Arts for All. 

The Arts for All movement was instrumen-
tal in an arts centre provision being realised in 
Waterford. Some of those people are still key 
drivers and active players in Waterford’s cultural 
scene. Their legacy then is ‘an environment’ – they 
created an opportunity for an ongoing arts pro-
vision conversation and championed the art cen-
tre’s rightful place in the city centre. That place 
is where I am consistently perplexed, challenged, 
and regularly thrilled, uplifted, motivated, and 
at times overwhelmed, but always inspired. It 
is here that I ask: “what is an arts centre”? and 
maybe more importantly, “what would it be like 
if there was no arts centre?” An arts centre is an 
ongoing fight, and one that requires continual 
energy and focus.

Our year-long visual arts programme reflects 
both the diversity and the wellspring of visual 
arts activities locally and regionally that can and 
should hold their own space on our gallery walls 
and floor. We continually strive to make profes-
sional development opportunities available and 

accessible for artists we work with and those 
who have studios spaces here. We are currently 
engaged in an ambitious commissioning project, 
funded by the Arts Council, that sees us com-
mission work from all of our studio-based art-
ists in conjunction with the Waterford Libraries 
Services. Some exhibitions of note at Garter 
Lane over the last two years are: 

‘Welcome to the Flock’ (May 2019): Illus-
trators Ireland, in association with IBBY Ire-
land, aimed to draw attention to the plight of 
thousands of families who have been forced to 
migrate to safer places in the world. The sus-
pended artworks were based on the theme of 
migrating birds and its overall focus was on rais-
ing awareness of a reality that has become part of 
the contemporary socio-political environment.

‘Waterford 40 Years from Now’ ( January 
2020): With the support of Creative Ireland, 
we invited five schools to participate in the 
visual art project. Exploring, developing, and 
daydreaming about the city they live in, second 
level students from De La Salle College, Water-
park, Newtown School and St Angela’s Ursuline 
School designed and constructed a 2D or 3D 
work based on how they imagine Waterford 40 
years from now. “A city’s identity is moulded on 
both its past and present.”

‘BLUE’ ( June 2020): Exploring themes of 
domesticity, femininity and masculinity, this 
exhibition presented a selection of artworks 
from the Arts Council Collection, including 
works by Dorothy Cross, Rachel Fallon, Han-
nah Fitz, Sibyl Montague, Geraldine O’Neill, 
Kathy Prendergast and Daphne Wright. 

The evolution of this multidisciplinary organ-
isation is one of a constant thoroughfare of Irish 
and international artists, who connect with us 
and pass through, bringing with them their own 
localities and experiences. In their reflections, we 
are reminded that we possess abilities far beyond 
our own imaginings. These connections are what 
inform an ever-evolving centre, supported by 
a succession of committed arts workers, who 
relentlessly deliver exciting programmes for the 
city to experience and engage with.  

garterlane.ie 

Waterford

‘Welcome to the Flock’, Garter Lane Arts Centre, May 2019; photograph by Hayley K Stuart, courtesy of the gallery. 

A Space for Lismore 

Paul McAree
Curator, Lismore Castle Arts

THROUGHOUT THE LAST year and half of the 
pandemic, we have seen a more conscious dis-
cussion about the contexts and significance of 
exhibitions and artists outside of our cities. For 
many artists and those of us already staging exhi-
bitions and projects in a rural environment, it’s 
something we have always been acutely aware of 
– that the merit, contribution, and relevance of 
exhibitions is at least as important in Lismore, 
Askeaton, or Gorey as it is in Dublin. It has tak-
en the pandemic for this mind-change to come 
spiralling out of our cities, with a rethinking of 
where nationally important things should hap-
pen, and a tangible move of artists from cities to 
more rural environments.

There is a growing consensus of ideas around 
the rethinking our artistic relationships with 
rural communities, with an emphasis on the flow 
of knowledge going both ways, to mutual ben-
efit. Pioneering projects by Deirdre O’Mahony 
are case in point. Deirdre’s project for Lismore 
Castle Arts fostered a relationship with a group 
of local residents in Lismore throughout autumn 
and winter, exploring ideas of forest culture, bio-
diversity, and our changing relationship to envi-
ronmental issues, through a series of walks, talks 
and hands-on workshops. Participants brought 
and explored their own areas of interest, and this 
formed the basis for the direction of the proj-
ect. Deirdre worked closely with participants 
to subtly steer the various strands of explora-
tion towards an exhibition at St Carthage Hall 
in March 2020. In the best possible way, such 
meaningful projects always leave elements to be 
explored. This year Deirdre will return to work 
with some of the participants to explore unfin-
ished and untapped ideas – to be presented on 
our revised website this autumn.

Deirdre’s project was part of our series, ‘A 
Space for Lismore’ – an annual slow-burning 
project where we invite an artist to visit Lismore 
and develop a project at their own pace. Carol 
Anne Connolly worked with ten local residents 
in 2019 to develop Pattern Landscape, a series of 
‘pattern’ prints, based on each individual’s lived 
experience of their locality. The project examined 
the socio-historical relationship between nature 

and design by researching its manifestation in 
the locality of Lismore, focusing on the concept 
of ‘contemporary landscape interpretations’. This 
year we will invite Carol Anne back to Lismore 
to develop another aspect of this original project, 
to be presented online in the autumn. 

Cork-based photographer Dervla Baker has 
been working on ‘A Space for Lismore’ since 
2020. Commissioned to explore local photo-
graphic collections and archives in the Lismore 
region, this project started at a time when fam-
ilies were confined to their immediate locality 
and may have been reconsidering what is of 
significance and meaning to them. This project 
invites people to dig out photos and negatives 
and to explore what treasures – either of person-
al sentiment or undiscovered lost records – may 
lay hidden. Dervla will continue to develop the 
project, using St Carthage Hall as a base over 
the forthcoming winter, and will work towards 
an exhibition in March 2022.

The pandemic has reinforced a need to com-
municate to audiences wherever they are. The 
restrictions on travel over the last year have 
emphasised the need not just for an engaging 
website, but for content which is both native 
and meaningful. We are grateful to have received 
the Arts Council’s Capacity Building Support 
Scheme Award both this year and last year – a 
visionary award responding to a very real need in 
galleries now – and we look forward to commis-
sioning and developing artists’ projects online. 
One thing we have learned over the last year 
is that exhibitions and online content are not 
mutually exclusive, and that the future can and 
should include a blend of both.

lismorecastlearts.ie

Deirdre O’Mahony, ‘Forest Culture: Tangled Web’, installation view, St Carthage Hall, March 2020; image courtesy the 
artist and Lismore Castle Arts. 



Visual Artists’ News Sheet | September – October 2021

Waterford Healing Arts Trust 

Claire Meaney
Director, Waterford Healing Arts Trust

I CAME TO Waterford in 2007 to work with the 
Waterford Healing Arts Trust (WHAT) to gain 
some experience for a year or so. Fourteen years 
later, I am the Director of the organisation. I 
love the way our work brings the arts to people 
at one of the most vulnerable times in their lives, 
when they are in hospital. 

Our exhibitions, art collection, commissions 
and live music programmes transform University 
Hospital Waterford into a stimulating space. For 
much of the pandemic, the WHAT team was 
working offsite, while the art collection contin-
ued to soften the clinical environment, inviting 
patients and staff to engage with contemporary 
art in our absence. One staff member comment-
ed: “I was uplifted and heartened to have discov-
ered some of the new works of art in the UHW 
Art Collection and to see, like old friends, others 
that I had not seen in a long time on display 
again. Had they not been there during the long 
bleak days of the pandemic, the hospital corri-
dors would have seemed so much more empty 
and lonely, and I so appreciated all the difference 
that their colour, imagination and beauty made 
to me and hopefully to many others.”

There are over 600 works in the UHW Art 
Collection comprising loans, donations, pur-
chased artworks and commissions. The collec-
tion includes a loan of 19 artworks from the Arts 
Council Collection, six artworks from Water-
ford Municipal Collection and significant loans 
from private benefactors. Some of the commis-
sioned works are the result of the Per Cent for 
Art Scheme. As construction work continued 
during the past year for essential developments, 
such as the new mortuary at the hospital, we 
were able to commission artists to create work 
for this space. These commissions are made pos-
sible due to our unique relationship with the 
Capital Projects Manager, George O’Neill, who 
champions Per Cent for Art Scheme commis-
sioning in healthcare settings in the south-east.

The commissioned work is often soothing 
and calming rather than provocative. We have 
to be mindful of the health service user view-
ing the work. We are always cognisant of how 
people might be feeling entering the hospital 
environment and the anticipation of the news 
they may be about to hear. People entering the 
hospital aren’t choosing to view an exhibition in 

a gallery. Nevertheless, the artwork is on view all 
around the hospital – in waiting areas, corridors 
and clinical areas. 

Earlier this year, Marielle MacLeman created 
a series of collages and digitally printed murals 
for the intimate spaces of the UHW Mortuary. 
Inspired by botanical walks of County Water-
ford and drawing from routes recommended by 
the National Biodiversity Data Centre, the flora 
of a coastal walk from Dunmore East to Portally 
Cove is recreated in intricate hand-cut layers of 
painted paper. A pair of digitally printed murals 
for a Family Room and adjoining Viewing 
Room show native plants, developed from orig-
inal ink drawings.

In 2019, we commissioned Christine Mack-
ey to create an artwork for the Dunmore Wing, 
a 72-bed ward block, incorporating the South 
East Palliative Care Centre. The commission 
aimed to reflect the ethos and nature of UHW 
and contribute to a positive and comforting 
environment for all patients, staff and visitors. 
Christine’s Ocean Flowers is a montage of 28 
digital photographic prints which explore the 
Waterford coastline. Christine spent time walk-
ing between the tides and used a macro lens to 
photograph the seaweeds and other microor-
ganisms that live on the shores. 

For the entrance foyer at the new Waterford 
Residential Care Centre, a 100-bed residen-
tial facility on the site of St Patrick’s Hospital, 
Conall Cary and Peter McMorris created an 
etched brass artwork, Rose Window, featuring a 
panoramic image of Coumshingaun Lough in 
the breath-taking Comeragh Mountains. This is 
one work from a series they created in 2020 to 
help the residents connect to their local county. 

Studies have shown the display of visual art, 
especially images of nature, can have positive 
effects on health outcomes, including shorter 
stays in hospital, increased pain tolerance and 
decreased anxiety. Working on these recent 
commissions reminds me of why I moved to 
Waterford – the joy I get from experiencing the 
beautiful local environment and the pleasure 
of curating artwork to be enjoyed and experi-
enced by people accessing healthcare settings in 
Waterford. 

waterfordhealingarts.com

Gallery of Modern Art 

Jenna Whelan
Director, GOMA 

LOCATED IN THE Viking triangle of Waterford 
City, the Gallery of Modern Art (GOMA) aims 
to foster awarness, understanding and involve-
ment in the visual arts through innovative pro-
grammes and inclusive policies. We support 
visual artists at all career stages through exhibi-
tion programmes, subsidised studio spaces, res-
idencies, technical facilities, training and skills 
development, paid opportunities and exchanges. 
In addition, our community outreach and edu-
cation programme is geared towards cultural 
diversity, young people, those with disabilities 
and other socially disadvantaged groups.

Having previously lived in Limerick and 
Cork, I returned home to Waterford in 2013 at 
the end of the recession – a time when many 
people had left, in order to gain work, and the 
arts were struggling. Waterford’s sense of com-
munity, and the need to support artists at a dif-
ficult time informed my decision to move back. 
I wanted to contribute to the growth of what is 
now a thriving arts environment in Waterford. 
Founding GOMA in 2015 afforded artists the 
time, support and space to develop their practice. 
We are continuously seeking progressive ways of 
working with artists and the community, espe-
cially during what has been such a challenging 
year.

Despite our doors being shut during lock-
down, we presented a range of online events, 
workshops, virtual exhibitions, zoom talks, 
recordings, wellbeing sessions and networking 
sessions. The team have worked hard to ensure 
a safe environment for our audiences and art-
ists. This wouldn’t have been possible with the 
support of our Local Authority, the Arts Coun-
cil, the Department of Tourism, Culture, Arts, 
Gaeltacht, Sports and Media and our partners. 

GOMA has approximately eight or nine 
exhibitions per year, with a programme of pro-
fessional development workshops, networking 
events, community events, residencies, emerg-
ing artist awards, performance events and music 
events. GOMA’s mission is to provide both 
emerging and established artists with oppor-
tunities to present their work. Our 2021 pro-
gramme includes Elaine Hoey, John Shinnors, 
Emmet Brickly and Ben Hennessy.

This October, GOMA will celebrate its sixth 
birthday. To mark this special milestone, the 
organisation will be strengthening and building 
relationships locally, nationally and internation-
ally. The programme will include solo and group 
exhibitions, exhibition exchanges, residencies, 
studio exchanges, workshops and talks. We are 
delighted to say we have also increased our rates 

of pay for artists this year.
One specific project, formed as part of our 

COVID-19 support response, is called ‘Connect 
5’. This pilot scheme has been developed in col-
laboration with several organisations through-
out Ireland – Sample Studios (Cork), Engage 
Artists Studios (Galway), Wickham Street Stu-
dios (Limerick) and BKB (Dublin). We initiat-
ed a series of exhibition exchanges, providing a 
platform for artists to create and exhibit work 
and participate in a peer-led exchange process. 
Resident artists of each organisation are given a 
bursary as well as exhibtion opportunities across 
the other venues. In addition, our Emerging 
Curator 2021 awardee, Valeria Ceregini, will be 
working with us on a paid residency this Octo-
ber, which is delivered in partnership with the 
Theatre Royal Waterford. 

While GOMA is an art gallery with studio 
spaces and a support system for artists, it is also 
so much more for the local community. Coming 
from a socially disadvantaged background, the 
importance of inclusion and seeing the arts as a 
safe place has always been evident in my practice 
and has certainly influenced GOMA’s evolution. 

Our unique building and gardens are offered 
to the community and are acessable for projects. 
We understand the value of engagement and 
outreach to communities that may not have the 
opportunity to access such a space or resourc-
es. Throughout the year, we run projects with 
various groups, such as the Sudanese commu-
nity (funded by Waterford Area Partnership), 
the Syrian community, Brothers of Charity and 
Shine Discovery, a mental health support organ-
isation. 

GOMA also runs a range of educational 
programmes, workshops and events tailored to 
the needs of young people of various ages and 
DEIS schools. These are carried out by qualified, 
vetted and paid facilitators, some of whom have 
participated in the Teacher Artist Partnership 
CPD residency programme. We were delighted 
to be able to continue such educational services 
throughout lockdowns, through online media 
or school visits, where appropriate. One schools 
project we are particularly proud of is ‘Resiliance 
and Isolation’, run by print artist and facilitator, 
Anne McDonnell. 

As the country continues to take tentative 
steps along the road to pandemic recovery, the 
arts across all sectors have particulary suffered. 
Here at GOMA, we believe that our strong 
founding values and ideals will put us in good 
stead to meet those challenges ahead.  
@gomagallerywaterford

Elaine Hoey, ‘Flesh and Tongue’, installation view, June 2021; image courtesy the artist and GOMA. 

Marielle MacLeman, Annestown to Dunhill Castle West of Stream, digitally printed mural, mortuary, University Hospi-
tal Waterford, 2021; photograph by Marielle MacLeman, courtesy Waterford Healing Trust.
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Inside and Out

Clare Scott
Visual Artist

WATERFORD – ROUTINELY EXCLUDED from 
national weather reports, often mixed up with 
Wexford, perennial underdogs on the hurling 
field – has never had a great reputation for the 
visual arts. Locals often refer to it as ‘The For-
gotten City’. Dublin, Cork, Galway all have their 
schtick: their internationalism, their seriousness, 
their pan-Celtic ‘wildness’ but Waterford is 
an unknown. For the artist, that is its greatest 
strength. The more established an arts hub is, the 
more pressure there is to conform, to be serious, 
successful. Flying under the radar offers a lot of 
freedom to have fun, make a mess, to fail. 

Though many world-class exhibitions have 
passed through here, courtesy of Garter Lane 
Arts Centre and The Greyfriars Municipal Art 
Gallery (now closed, the Municipal Collection 
having moved to a permanent home in a newly 
designated cultural quarter) the lack of studio 
space and of a dynamic visual arts community 
when I was first establishing a practice was a big 
drawback.

However, the surprising arts lineage of the 
local populace, a tough crowd with a delicious 
line in black humour, provided an alternative 
community: nearly everyone here has experi-
ence in theatre, more particularly in musicals. 
Many have sung and danced in the spotlight, 
moved scenery, painted sets, made props and 
costumes. Even those less involved habitually 
lend clothes, furniture and even their partners 
(occasionally in the biblical sense) to months of 
back-to-back productions. This has produced an 
egalitarian sense of ownership of all things cre-
ative. The ‘process’ of art making, similar as it is 
to the drawn-out rehearsal period for the week-
long run, is unconsciously understood, while the 
temporal nature of thousands of elaborate stage 
sets fosters an understanding of the artwork as 
more than a finished product.

Working in theatre while developing my 
painting planted the seeds for exploring how 
different media and processes might intersect. 
This is visible in my large-scale, three-dimen-
sional work, which uses discarded materials in 
a painterly way. Fantastic Voyage (2019) – a jer-
ry-built tunnel through a city block, occupied 
by The Rogue Gallery (which also helped with 
funding) – was constructed from cardboard 
boxes, two wardrobes, a chest of drawers, a con-

fessional window, a door, carpet tiles, sheets of 
Perspex, pallets and left-over artwork from an 
exhibition, among other things. 

Building on site – which requires trust – is not 
an issue in a community used to the continuous 
rounds of construction and deconstruction. In 
2018, GOMA, allowed me to build and partially 
trash three pillars, as part of a graduate show. In 
the same year, the long-running Imagine Festi-
val invited graduates from around the country, 
myself included, to respond to a council-owned, 
beautiful but derelict Georgian building.

Local callouts for materials and interactions 
with a savvy audience has given me an appreci-
ation for a more grass roots ‘social engagement’ 
than the more popular function-led, social-
ly-aware model. This process also helps me stay 
connected to other artists of whom there are an 
increasing number scattered about the county. 
With its pleasant and accessible landscape, it is a 
good place for an artist to work, while still allow-
ing for frequent contact. 

These days I live and work just 15 minutes 
out the road from Waterford City, which, due to 
the efforts of many behind the scenes, contin-
ues to improve and grow. There are studio spaces 
now (though still not enough), arts hubs, street 
art and festivals. Better still, new generations 
of artists emerging from the art department at 
WIT, the quality of which is typically under-ap-
preciated by the rest of the country, more often 
stay now instead of leaving, while other artists 
are coming back. 

Adaptation to COVID-19 has been swift 
here too. In late 2020, The Imagine Festival 
went online, allowing me to premiere a video 
work-in-progress, The Galway Incident, while in 
early 2021 Garter Lane Arts Centre, now in its 
fourth decade, commissioned work from myself 
and others to project onto the windows of its 
building.

Waterford’s anonymity, its negative space, its 
refusal to be impressed, can make it a challeng-
ing place; but it also inspires, makes you laugh 
and cry – usually simultaneously – and most 
of all, ensures you develop the stamina to keep 
going. What more could an artist want?

clarescott.ie

Deep Looking 

Sarah Lincoln
Visual Artist

THE PLACE WHERE I live has had a significant 
impact on the work I make. I was lucky to be 
raised here in west Waterford, within a family of 
historians and craft workers. From a young age, 
I was tuned in to what might be hidden in the 
landscape – be it an old road or raw materials to 
work with.   

This process of sifting with focus through 
remnants in the landscape has become a foun-
dational activity within my practice. Plastic frag-
ments deposited on the high tide mark after a 
storm offer themselves as disquieting reminders 
of a global reality; while rusting, disused equip-
ment around a Boat Cove suggest ways in which 
a local community might have interacted with 
this body of water in the recent past. Gathering 
materials and having conversations around spac-
es like these often sparks new work. 

Over the years as projects have grown to 
completion, I have often relied on the local 
infrastructure of community owned spaces to 
display or screen works. I love the challenge of 
figuring out ways to frame a work within a wid-
er event, and also the satisfaction of showing a 
piece – which often emerges through rich col-
laborative processes – in the place which often 
inspired it. 

I have sought out people who have finely 
tuned senses for landscape. These include a local 
naturalist, who has been observing the same 
expanse of water for almost 15 years, patiently 
scanning for hours as part of a global network 
of observers tracking the journeys of whales. 
Or a field archaeologist living in the area, who 
showed me an otherwise inconsequential collec-
tion of blackened stones in a low winter field – 
evidence of a 4,000-year-old cooking site. I was 
most happy to learn from these observers some-
thing about their techniques for deep looking.

Figuring out how to express the various 
unruliness and interconnectedness of overlap-
ping timeframes in the land has been a pro-
ductive creative challenge. A generous invita-
tion by Hollie Kearns and Rosie Lynch, who 
curated an event called ‘Time Machine’ at the 
National Sculpture Factory, motivated me to 
stretch myself in bringing some of these threads 
together in a live work, called Other Slippages: a 
short presentation on erosion. Over the 30-minute 
work, I described a short journey – surround-

ing myself with various projections as I spoke. I 
hoped that the still and moving images accom-
panying my words would fill up around me, 
making the layers of ancientness which we move 
amongst flicker into visibility, while all the time 
trying to hold onto the uncomfortable sense of 
landscape as a chaotic, morphing entity.

Living surrounded in explicit ways by mate-
rial history has been creatively stimulating for 
me. A generative tension within these explora-
tions has been to reflect on these powerful traces, 
while facing forward into the future – trying to 
resist this focus landing as a type of nostalgia. 
The nature writer Robert Macfarlane writes in 
his book, Underland, about deep time as a ‘rad-
ical perspective’, noting that “when viewed in 
deep time, things come alive that seemed inert. 
New responsibilities declare themselves.” Pull-
ing things from the past, in order to ask new 
questions of them, has been a stimulating prop-
osition for me as I’ve moved through my prac-
tice. 

Waterford Rural Arts Network and Water-
ford Arts Office supported me to develop a 
project called ‘Liquid Earth’, which has found 
multiple forms. Ostensibly it was a five-day 
workshop which I ran out of a field close to the 
beach where I live in summer 2018. Using slip-
cast clay techniques, our group of ten focused 
on working with the broken pieces of plastic 
scattered along the beach. We looked for ways 
to copy these oddments and build extensions to 
them – imagining potential future uses for these 
previously useful but discarded things. 

As we worked, various people with particular 
perspectives on landscape, including a geologist, 
came to visit – illuminating for us the prism 
through which they view the land. I wondered 
if the particular energy generated through an 
eccentric gathering like this might also be worth 
expressing. A filmmaker documented the week 
and the moving-image work emerging from this 
footage beautifully captures the strange transfer-
ences which occurred during the gathering. 

Having worked and studied in various dif-
ferent places, my practice has grown most by 
looking carefully down into the generous and 
troubling land here in rural Waterford. 

sarahlincoln.ie

Screening of ‘how we float’, Boat Cove, Ardmore, 2014, photo by Katie Lincoln, courtesy of the artist.

Clare Scott, ‘They said one day...’, 2018, GOMA, courtesy of the artist. 
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Queer As You Are
LUAN GALLERY PRESENT A THEMATIC OVERVIEW OF 
THEIR SUMMER SHOW.

AS PART OF its summer programme, Luan Gallery presents 
‘Queer As You Are’ – a group exhibition of Irish artists which 
explores the gaps and fissures of queer presence within Irish 
history and considers how queer historical discourses, or lack 
thereof, populate our past, present and future.

The exhibition features artists Kian Benson Bailes, Ste-
phen Doyle, Austin Hearne, Breda Lynch and Conor 
O’Grady, who individually and collectively examine the ten-
sion in translating different historical, social, and cultural 
contexts for contemporary audiences. Addressing the lack of 
archives and objects to assist in their storytelling, each sup-
plement alternative materials, drawing on psychoanalysis, 
activism, archaeology, hook-up culture, the occult and auto-
biographical accounts. 

Kian Benson Bailes is an Irish artist residing in the West 
of Ireland. His multifaceted practice engages with stories 
from the fringes of Irish heritage, creating alternative spac-
es for thinking about regional histories. Drawing parallels 
between the aesthetics of rural and marginalised commu-
nities, he builds alternative narratives using figuration and 
motifs associated with rurality, superstitions and folklore. 
Employing papier-mâché and non-precious materials, he pro-
duces proxy artefacts to allow for a rereading of our heritage. 
For Bailes, neither craft nor queer are essentialist terms, each 
with complex identities that resist easy definitions. 

Cork-based artist, Stephen Doyle, is credited with pre-
senting the first piece to openly discuss transgender identity 
on the walls of the National Gallery of Ireland, after being 
shortlisted for the Zurich Portrait Prize. Doyle’s Attending 
Colaiste, 2021, is a critical examination of the role of educa-
tion and the institution in the lives of queer youth. Succinct-
ly, Doyle illustrates the isolation and shame propagated by a 
lack of representation for queer, trans, and non-binary youth 

in educational settings. The duality of these self-portraits is 
consequential of the withdrawal of queer advocacy and how 
it directly impacts the futures that queer youth imagine for 
themselves and for others – an issue perpetuated by the cath-
olic structured education system in Ireland.

In his practice Austin Hearne attempts to (re)appropriate 
queer religious imagery, seeking to celebrate queer memory 
whilst simultaneously acting as a point of resistance. Despite 
holding a staunch position himself, Hearne’s practice is a 
nuanced reflection on religion and suffering, rather than sac-
rilege. The infiltration of religious institutions into queer Irish 
life is represented through a serious of unapologetically camp 
domestic and interior items. ‘Queer As You Are’ presents his 
latest works, Divine Divider, 2019, and a series of self-por-
traits, For Ray, 2021, which juxtapose the ‘hypocritical drag’ 
of the church and Hearne’s reflections on his own bodily 
integrity and physicality.  

In her on-going project, ‘Fragments of a lost civilisation’, 
Breda Lynch endeavours to make visible the hidden history of 
women’s same-sex desire. A continuous issue, lesbian queer-
ness and sexuality is still largely invisible, in part because it 
wasn’t seen as so significant in legal and religious terms. Her 
research-based practice presents a series of ‘foraged’ images 
from obscure archives, popular culture, mainstream media 
platforms, collective memories and underground informa-
tion structures as a method to visualise new inclusive realities. 
Play appears important to Lynch’s scholarship and audience 
engagement, noting that if we failed to record female sexu-
ality, “we may as well have fun with it”. Lynch engages with 
methodologies and approaches that respond to the history of 
mechanical reproduction, digital reproduction online, and the 
persistent circulation of images in the public domain, while 
also querying our relationship with the image, its consump-

tion, distribution, reproduction, value and authenticity. 
In his work, multi-disciplinary artist Conor O’Grady 

highlights the symbiotic relationship between marginalised 
groups, mapping isolated spaces within urban-rural settings 
as sites of ‘promise’ or ‘victimisation’. He offers unique per-
spectives on class, generation and public space, and the nego-
tiations of safety by closeted gay men outside the commodi-
fied ‘gay bar’. His interview-based practice documents groups, 
whose lives have not been affected by the changing political 
landscape and who actively aim to leave little or no trace of 
their existence, translating these conversations into moving 
image, site-specific intervention, and archival processes. At 
times the viewer may feel like passive, voyeuristic bystanders 
or active witnesses to the experiences of the unheard.  

Government recognition of LGBTQIA rights in Ireland 
has expanded greatly over the past two decades; however, 
queer visibility and acceptance are relatively recent develop-
ments in the social and legal landscape. At present Ireland 
has a significant number of social spaces and support cen-
tres for the LGBTQIA community, yet the midlands still 
remain a grey area with limited infrastructure and resources. 
Responding to this void, Luan Gallery has temporarily trans-
formed into a multi-textural space, with the aim of estab-
lishing meaningful connections that will hopefully persist 
beyond the exhibition’s closure.

‘Queer As You Are’ continues at Luan Gallery until 19 
September. 
luangallery.ie 

Austin Hearne, Divine Divider, 2019, ink-jet print and wax on painted board; image courtesy of the artist and Luan Gallery.
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MARY FLANAGAN DISCUSSES ANNA SPEARMAN’S RECENT 
EXHIBITION AT ROSCOMMON ARTS CENTRE.

All images, p.16 & 17: Anna Spearman, ‘Loose Parts’, installation view, Roscommon Arts Centre, July 2021; photography by Dickon Whitehead, courtesy the artist and Roscommon Arts Centre. 

ANNA SPEARMAN’S SOLO exhibition, ‘Loose Parts’, was on view from 
29 June to 30 July at Roscommon Arts Centre, the site for which the 
work was commissioned. ‘Loose Parts’ is a thoroughly absorbing exhibi-
tion, featuring sculptural objects that are both strange and familiar in equal 
measure. How can this disparate array of shapes, textures, materials and 
colours achieve its playful coherence? Each individual piece (all untitled) 
has its own personality as it were, and a uniqueness that draws the viewer 
into an imaginative relationship with it. When I put this to the artist and 
the curator, they tell me about their mutual interest in the co-existence of 
humans and material objects, and how this relationship has the potential 
for creativity and the production of new knowledge.

Naomi Draper, artist and current curator-in-residence at Roscommon 
Arts Centre, invited Anna to create works for an exhibition specific to the 
venue. The commission is a reflection of Naomi’s research interest in the 
relationship between humans and objects, and the role of imaginative play 
as a generative process. The artist and curator share common ground here. 
Anna’s work is open-ended and responsive to the physical space and to the 
materials she works with. Both describe the collaboration as exciting and 
exploratory, likening it to a conversation.   

Anna created some of the works in situ at RAC, or modified others 
there, having familiarised herself with the exhibition space over a period 
of time. The positioning of the pieces involved artist and curator literally 
playing around with the objects within the space. There is nothing fixed or 
final regarding the works or their placement in the gallery. This demon-
strates an interesting cohesion between the artworks and the installation 
process. Ultimately the exhibition’s curation involved a triadic relationship 
between the sculptural objects, the artist and the curator. 

The works, just like the materials used by the artist to make them, 
have a relationship with the environment in which they are placed. Nao-
mi speaks about the sculptural objects having become active participants 

Object Relations

16 Exhibition Profile
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in the curatorial process. For Anna and indeed for Naomi as 
well, there is a lack of finality and an impermanence at play 
here – these works retain the potential to change and will have 
different future manifestations.

The use of ordinary everyday objects is not at all new in the 
art world, and I wonder if ‘Loose Parts’ aims to continue the 
project of conceptual artists and the idea of the ‘readymade’. 
Hardly, because the art works here are transformations that 
bear little resemblance to their original state.  

Anna resists categorising her work and does not imbue it 
with connotational meaning or ideological significance. She 
does, however, acknowledge the interplay between internal 
and external reality, as psychoanalyst Melanie Klein would 
have it, and is entirely happy that the works may have symbolic 
qualities for the viewer. As we live in a culture and an environ-
ment that is awash with objects, it is inevitable that they have 
become used as artistic material. We are also culturally primed 
to become attached to objects and things. Interestingly, Anna 
states that she prefers to work with materials and objects that 

she is detached from, and which have no significance for her 
beyond their value as media for her art. Using familiar materi-
als gets in the way of her creative process.

The exhibition title, ‘Loose Parts’, is a reference to the term 
coined by British painter and sculptor, Simon Nicholson, to 
describe how children creatively use available objects in imag-
inative play, and the value of this for their development. The 
materials and objects used by the artist to create the artworks 
are the ‘loose parts’ of the exhibition title – everyday, ordinary 
things that are readily available. These include polythene, faux 
fur, leatherette, cork, rubber, beeswax, quilted cloth, oilcloth, 
fabric, plywood, plastic tape, paper and papier-mâché. These are 
transformed into sculptural objects by Anna, who works in a 
responsive, non-deterministic way. Her abstract formations 
evolve rather than develop according to a fixed plan, the artist 
tells me. They are not ‘finished’ and may be dismantled and 
reconfigured in another context. This impermanence and lack 
of finality is central to the artist’s work.   

The sense of spontaneity and playfulness in ‘Loose Parts’ 

belies the artist’s deep reflexivity and seriousness of purpose. 
Anna tells me her practice involves an initial urgency and 
intuitiveness. It also includes doing fine work that is painstak-
ing and slow, resulting in pieces that are carefully crafted. The 
artist’s re-working of the materials, which are draped, mould-
ed, stacked, bear traces of her physical exertion, as well as her 
imaginative engagement.   

Playfulness meets precision, resulting in works that provoke 
scrutiny, and have rich textural qualities that require one to 
resist the temptation to touch and play with them. To expe-
rience the exhibition, is to experience the interplay between 
inanimate objects and the human imagination. ‘Loose Parts’ 
is a beautiful and carefully imagined exhibition; at its most 
fundamental, it is about the artistic process of production and 
making, and its potential to generate curiosity and wonder.

Mary Flanagan is a writer based in County 
Roscommon. 
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Facing the Real
SINÉAD KEOGH DISCUSSES THE CURATORIAL INQUIRIES 
UNDERPINNING THE RECENT EXHIBITION, ‘I AM WHAT I AM’. 

WHAT DOES IT mean to be queer in Ireland in 2021? This 
was the initial, self-imposed question when starting the cura-
torial process for the exhibition, ‘I Am What I Am’ at Ballina 
Arts Centre (5 June – 31 July). Authentic inclusivity, commu-
nity and meaningful engagements with each artist and group 
was the mirror answer to this question. The exhibition and 
supporting programme – involving five community groups, 
two government institutions, 28 artists and creators, five 
invited speakers, one educational film, a panel discussion, four 
community tours and a sharing event to celebrate LGBTQ+ 
lives in Ireland – cuts beneath the surface with a feast of all 
things queer and electric.

A silver pool of water drips from the mirror.

For example, I was very humbled to have Séan Kissane 
deliver a lecture, titled Queer Histories, concerning his exten-
sive research on twentieth-century Irish LGBTQ+ artists. 
This lecture from an ambitious and community driven cura-
tor was important because Kissane has a genuine interest in 
uncovering our history as queer people in Ireland. As Kissane 
puts it, his practice is “focussed on the work of female and 
queer artists whose work has been critically neglected”1. There 
was a high attendance at this online lecture, in which Kissane 
afforded the audience an extensive Q&A. Another educa-
tional outreach lecture was that of the Irish Trans Archive, 
delivered by its founder and researcher, Sara R Phillips. I was 
very excited for this lecture (and the wider programme) to 
reach audiences who may not otherwise have access to such 
histories, through a comparatively rural arts space such as 
Ballina Arts Centre. This lecture featured a generous leaning 
towards the representation of transgender men in Irish his-
tory and their fascinating stories2. One such story was that of 
Edward De Lacy Evans, a womanising cad and gold-digger, 
who moved from Kilkenny to Australia in 1856. 

The drop of water stains her shirt in a pure / unyielding manner.

With the budget, I was able to allocate six commissions 
for cultural practitioners. For the ‘Cross X Generation Com-

mission’, established lesbian sculptor, Louise Walsh, and 
emerging lesbian rapper, Cami, were selected. Walsh made a 
large sculptural installation of paper, wood, fabric and willow, 
called To Fruit (and multiply), 2021. This work was designed 
to interact with the architecture of Ballina Arts Centre and 
engulf the space with charged feminist power, as presented 
though a representation of female anatomy. It was a great 
honour for such a staple in the Irish queer arts community 
to work on this exhibition. It was also extremely exciting to 
have up-and-coming Nigerian Irish rapper, Cami, produce a 
song called CHI, 2021, which was pressed on vinyl with her 
image printed on the label. The record player was placed on a 
table with silver chrome legs beside a matching chair, draped 
in baby pink faux fur3. The record played freely in the space 
overlooking the nearby river. The song features activists Vic 
Wonder and Freddie Jacob. The following is an excerpt from 
the CHI lyrics: 

so i feel like if we’re fighting for a one nigeria 
if we’re fighting for a nigeria for everybody
queer lives must matter in that nigeria
we can’t just throw queer people under the bus

The supporting programme for ‘I Am What I Am’ includ-
ed many incentives to engage and benefit the community. 
This included the sale of the commissioned poster by art-
ist Shota Kotake, with all proceeds going to local LGBTQ+ 
group, OutWest. I also worked with local artists Michael 
O’Boyle, Breda Burns and Phelim Webb. At the time of 
writing, we are yet to host ‘Community Storytelling: Hope & 
Resilience x OutWest’, an event within the gallery space for 
local people to talk about their own experiences and that of 
their LGBTQ+ loved ones. Special tours for OutWest mem-
bers, the Irish Wheelchair Association and a tactile tour with 
the National Council for the Blind of Ireland also form part 
of the programme.

The sun catches the wet mirror and touches her eyes.

Other local groups invited to participate were the Mayo 

Traveller’s Support Group. I was very privileged to have a 
number of women from the group – Margaret Sweeney, 
Donna Muldoon, Lena Collins, Rosie Maughan and Win-
nie Maughan – collaborate with me to develop work for the 
exhibition. The group made traditional Traveller paper craft 
flowers, a paper flower ball and bow in the colours of the 
pride flag. A traditional Traveller Pocket was also loaned to 
me for the exhibition, made by a member of their community 
who had passed away. As a curator who works with commu-
nity groups, I was deeply moved by such a touching gesture. 
I feel the Travelling community are not represented as much 
as they should be in the arts or indeed within wider Irish 
culture. I feel the same way about the queer community – that 
many of the engagements with external bodies are superficial 
representation, and that alone cannot change institution-
al exclusion. A highlight for me was to exhibit one of the 
AIDS Memorial Quilts, in collaboration with Queer Culture 
Ireland (QCI). These infamous quilts – made by family and 
friends of those who passed away during the AIDS epidemic 
in the early ‘90s – are extremely significant, in terms of rep-
resentation and political awareness through an Irish lens of 
how the community and their allies responded to the AIDS 
crisis. Judith Finlay of QCI also provided an in depth talk 
about the quilts’ histories, the work of QCI, and her own 
involvement in the ‘Rainbow Revolution’ exhibition at the 
National Museum of Ireland. I felt having such an artifact 
would ground the exhibition and mirror the true concepts of 
‘I Am What I Am’ – a real reflection of the community.

She stands fiercely, devouring her own gaze in the mirror.

‘I Am What I Am’ was supported by Mayo County Council 
Arts Service / Creative Ireland through the Cultural Diversity 
Curatorial Award. Special thanks to Sean Walsh (BAC direc-
tor) and Katriona Gillespie (MCC Arts Office). The exhibit-
ing artists, live event creatives and collaborators were: Shota 
Kotake, Cami, Louise Walsh,  John O’Brien, Esther Raquel 
Minsky, Mayo Traveller’s Support Group (Margaret Sweeney, 
Donna Muldoon, Lena Collins, Rosie Maughan and Winnie 
Maughan), Irish Wheelchair Association, National Coun-
cil for the Blind of Ireland, OutWest, National Museum of 
Ireland, National Library of Ireland, Queer Culture Ireland, 
Austin Hearne, Bassam Al-Sabah, Bernie Masterson, Breda 
Burns, Breda Lynch, Conor O’Grady, Emma Wolf-Haugh, 
Garreth Carroll, Isabella Oberlander, Kevin Gaffney, Kieran 
Gallagher, Luke Faulkner, Michael O’Boyle, Phelim Webb, 
Pradeep Mahadeshwar, Roberta Murray, Thomas Brawn, 
William Keohane, Jenny Duffy, Judith Finlay, Séan Kissane, 
Sara R Phillips, Origins Eile and additional panellists, Róisín 
Murphy and Darren Collins.

Sinéad Keogh is a curator and multimedia installation 
artist based in Meath. 
Notes: 
1Cristina Sanchez-Kozyreva, ‘Sean Kissane, Curator of the Edges’, Cur-
tain, 3 March 2021, curtain.artcuratorgrid.com
2Each time Phillips delivers a public presentation of the archive, many 
different facets of the archive are explored.
3The use of baby pink and metallic silver were used as a palette throughout 
the exhibition. Sensuous queer materials such as faux fur, latex and faux 
leather were used throughout the curatorial engagements with artworks.

Cami, CHI, 2021, musical composition pressed on vinyl, installation view, Cross X Generation Commission; photograph by Simon Mills, courtesy the 
artist and Ballina Arts Centre.
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‘Sweeney’s Descent’
An Táin Arts Centre
15 July – 28 August 2021

TELLING A STORY over time enables it to take 
on diff erent forms, as the various voices pass 
along the tale. Th e group exhibition, ‘Swee-
ney’s Descent’, presents such a polyphonic pre-
sentation of the medieval Irish legend of Buile 
Shuibhne, Mad King Sweeney. Comprising a 
wide range of media (including painting, sculp-
ture, moving image, sound and various conglom-
erates between) the exhibition comprises an 
uncanny impression of the legend that matches 
its content – the story of a man descending into 
insanity.

Th e gallery is located in the basement of 
the An Táin Arts Centre, with low curved ceil-
ings that wrap downwards, crouching over the 
viewer who engages with this rich and complex 
collection of artistic works. Th e exhibition con-
tains over 50 artworks by members of the Shore 
Collective – an artist-led initiative with a studio 
base in Lurgan, Northern Ireland. 

Th e legend off ers a range of entry points for 
the artists to engage with the tale through its 
rich matrix of themes. As such, the exhibition 
is full of colour and texture, with fragmented 
images and forms, overlaying scenes, and ten-
sions between obfuscation and revelation con-
tributing a dynamic quality to the works overall. 
While some artists, such as Chris Dummin-
gan, convey scenes from the legend, other art-
ists, including Sandra Turley, diff ract themes 
through nuanced interpretations. Dermot Burns’ 
contributions involve various iterations upon a 
theme, with each work encapsulating repetition 
with a diff erence, conveying sensations that bor-
der on obsession and are themselves evocative 
of insanity. 

Th e sense of walking through the work is 
more aff ective than representational. In the dig-
ital poem, Sweeney King 1, which was the insti-
gator for the exhibition, layers of Maurice Burns’ 
moving images and the sounds of Mark Skil-
len complement the words of Tony Bailie. Th e 
patterns and forms of Burns’ images take on a 
painterly quality, which is enhanced when step-
ping back from the screening room of Sweeney 
King 2, 3, & 4, as Nuala Monaghan’s paintings, 
On My Back and Calls of Crow, on either side of 
the door come into view. 

Th ese connections are present through-
out the exhibition, with works intermingling 
visually as well as conceptually. Exceeding the 
frames of each piece, the works bleed into one 
another. As such, there are moments of syn-
chronicity between image and sound, texture 
and story, leading to an uncanny quality that is 

haunting, yet also invites closer engagement. As 
a whole, the exhibition is fragmented and amor-
phous, enabling multifaceted and ever-changing 
engagement with the tale.

Curating an exhibition with so many partici-
pants is not an easy task, but the number of par-
ticipants contribute to the polyphonic success of 
this telling of the story of Mad King Sweeney. 
Russian philosopher Mikhail Bakhtin uses the 
term ‘polyphonic’ to describe the writing of Fyo-
dor Dostoevsky, which he defi nes as enabling 
the co-existence of many voices in the telling 
of a story. Th e co-presence of these voices exist 
alongside each other, engaging through sub-
ject-to-subject relations as diff erent conscious-
nesses and individual fi elds of vision “combine in 
a higher unity”1. Th is unity comes from the dia-
logue between the diff erent voices, which do not 
undermine the distinctive features of the indi-
vidual, but enable connections through interac-
tion that incorporate the viewer as a participant. 

Th us, the unique qualities that the artists 
introduce – such as the liminal features of Carol 
Willey’s sculptures, the opulent layers of Louise 
Lennon’s paintings, Ciaran Maginnis’s slippage 
between representation and abstraction, the ton-
al complexities of Julie McGowan and Aislinn 
Prescott’s collaboration, Gemma Kirkpatrick’s 
surreal juxtapositions, and the delicate features 
of Sandra Turley’s textile work – meld, yet do no 
dissolve, through the experience of the exhibi-
tion as a whole. Whispers co-exist with screams. 

‘Sweeney’s Descent’ was delayed for over a 
year due to COVID-19. Even though the exhi-
bition was conceived and developed prior to this 
ongoing global health crisis, the past year has 
shifted and informed the interpretation of the 
work and the legend of Buile Shuibhne. While 
the prospect of wandering Ireland as a bird may 
have been meant as a curse, it has some appeal 
in our time of travel restriction and prolonged 
crisis, which in itself has been a slow, grinding 
descent into who knows what.  

EL Putnam is an artist-philosopher and 
Lecturer in Digital Media at the Huston 
School of Film and Digital Media in NUI 
Galway. She also runs the Irish perfor-
mance art blog, in:Action.

Notes:
1Mikhail Bakhtin, Problems of Dostoevsky’s Poetics (Minne-
apolis: University of Minnesota Press, 1984), p16.

‘Sweeney’s Descent’, 2021, installation view; photograph courtesy the artists and An Táin Arts Centre.

Thomas Brezing & Vera Klute, ‘The Loneliness of Being German’ 
Limerick City Gallery of Art 
9 July – 12 September 

THIS TWO-PERSON SHOW is posed as a dia-
logue between artists Vera Klute and Th omas 
Brezing and pivots around the 2004 essay, ‘Th e 
Loneliness of Being German’, by Irish novelist, 
Hugo Hamilton, which also provides the exhibi-
tion title. In this essay, Hamilton distils connec-
tions with nationhood as it impacts identity. He 
draws together potent nostalgia and guilt within 
German society and explores how denial and the 
sensations of displacement, longing and identi-
fi cation of ‘self ’, as it is intertwined with land-
scape, are juxtaposed with the Irish experience.  

Th e artists are both German-born and now 
long-time residents in Ireland, with the actions 
of placement and displacement off ering prom-
inent rhythms across the presented artworks. 
Brezing declares himself as self-exiled in Ireland, 
and actively moves into a space of displacement. 
Whereas Klute, rather than identifying with the 
exilic condition or a specifi c sensation of lone-
liness, articulates the sense of solitude that she 
fi nds in her dual experience. It is this space of 
solitude that allows her distance to clarify her 
thoughts, allowing the familiarity of childhood 
to act as a ripple of nostalgia, especially within 
her prints and painted works. Th is liminal place-
ment of the ‘self ’ interconnects both these art-
ists in their othered or transient state occupying 
both cultures. 

On entering the exhibition, one is fi rst greet-
ed by two large paintings, mixed-media works, 
and frenetic landscape scenes, expanding the 
length of the atrium wall in the form of Vera 
Klute’s painting, Frizz. But it is through the 
titling of Klute’s sculptural work, Putting Down 
Roots, that the tone of the exhibition is set, 
encapsulating the sense of identity that comes 
from exploring one’s cultural zeitgeist, and 
the othered nature of occupying the collective 
psyches of two diff erent countries. 

In the Ante Gallery, the sound from Klute’s 
video, Falling down, punctuates the space, cre-
ating a haunting rhythmic backdrop. Th e video 
loops in a three-minute vignette and is treated 
compositionally by the artist as an extension of a 
painting. Falling objects are depicted disrupting 
the landscape, the tiers of exposed land reveal 
layers of geology, each an element of physical-
ised time, unearthed and interrupted by the 
repetition of objects dropping from above. An 
embedded skeleton undulates between layers, 
slowly moving towards the surface; the sound 
acts as a catalyst for the movement, as the piece 
builds, breaks, and loops again. 

Th e video is placed near a dimly-lit sculptur-
al installation by Brezing, created from stuff ed 
rugby balls. Titled Th ere Will Be Singing in Th e 
Dark, it features leather bodies hanging, resting, 
and waiting in the threshold space of the door-

way, to greet the viewer’s body. Brezing’s second 
sculptural installation, entitled Th e Numbers 
Don’t Add Up, is tucked into the corner of the 
cavernous South Gallery. When considered on 
their own terms, the sculptural works begin to 
perform the sensation of time passing through 
their spinning motion; hypnotically you feel the 
bodies forming themselves. Coiled vessels are 
woven out of stacked rulers, with increments of 
measurement forming the object’s body. 

In the main gallery, Brezing’s large-scale 
paintings hang low and invite the body to move 
in close to examine these constructed environ-
ments. In Perhaps Th e Future Doesn’t Need Us, 
the undulating surface and the spectral sense of 
features articulated, pulled and erased by brush-
strokes, cause the identity of the depicted fi gures 
to hover between surface and memory – on the 
precipice of recognition and the loneliness in 
misidentifi cation. 

Another room is dedicated to Klute’s mono-
prints, with small sculptural works displayed 
on low plinths. Th e indexical nature of the 
mark-making in the prints distils formed and 
unformed identities. Rural landscapes and fi g-
urative pastoral scenes act as signifi ers of the 
traditional German experience from the artist’s 
childhood, which underpin her German culture 
and heritage. 

Across the exhibition, the recurrent motifs of 
the human fi gure and landscape are used as a 
visual language to explore place-centred identity. 
Th is mapping of personal relationships to land 
also feels like a topical response to the global 
pandemic, with over a year of restrictions con-
fi ning people to their locality, creating introspec-
tion and a palpable awareness of our habitual 
environments. In addition, the feeling of Heimat 
– or ‘home’ as it loosely translates from German 
– denotes a state of being, either individual or 
collective, which interconnects with a physi-
cal place. Indeed, Heimat is a half-veiled fi gure 
occupying its own space within this exhibition. 

Th e exhibition contains a multitude of indi-
vidual experiences which articulate the impact 
of heritage and identity, locality and national-
ity. Nostalgic, geographic and familial patterns 
of life are shown as shadows, hovering across 
the surface of narrative. Th e presented artworks 
convey the artists’ positions as liminal observers 
with dual traditions, territories and identities – 
an increasingly common yet complex experience 
within contemporary global citizenship. 

Theo Hynan-Ratcliff e is a sculptor, critical/
creative writer and founding director of 
Miscreating Sculpture Studios, Limerick.
@theo_hynanratcliff e_ 

Vera Klute, Frizz, 2020, oil on linen; all images by Studioworks Photography, courtesy the artists and Limerick City 
Gallery of Art.
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‘The Maternal Gaze’
Irish Museum of Modern Art
March 9 – August 8 2021

GEORGE FLOYD’S INVOCATION of his mother 
in the fi nal moments of his life brought renewed 
poignancy to familiar tales about the last words 
of dying soldiers, and of the dying in general. 
Whatever the reason this may be our tendency, 
there are few words as stirring as ‘mother’. Not 
everyone has one in their lives, not all mothers 
are a positive force, but it is something most of 
us have in common. 

As IMMA’S fi ve-year project dedicated to 
loaned works by Lucian Freud concludes, two 
portraits of his mother Lucie are presented for 
our contemplation, in dialogue with paintings by 
Chantal Joff e. ‘Th e Maternal Gaze’ is a related 
online presentation, comprising 22 short videos 
and fi lms that also direct our attention to this 
subject. 

Th ey form a diverse patchwork of refl ections 
on how maternal fi gures, grandmothers included, 
have impacted on the lives and work of their cre-
ative progeny. Contributing artists were selected 
from members of IMMA’s Visual Engagement 
Team, its long-running programme Studio 10, 
and the migrants’ collective, Art Nomad. 

Reminiscences about textile-related activ-
ities experienced in the home – crochet, knit-
ting, embroidery, tailoring and upholstering – 
weave the testimonials together across cultures 
and time. Patchwork is celebrated in Brigid 
McClean’s fond tribute to her grandmother, 
Maggie Gillespie from Donegal. Her memories 
mingle with those recounted by her mother, the 
youngest of Maggie’s eleven children. 

Combing her granny’s silver-white hair 
instilled in McClean a love of threads. She hun-
kers down beside a quilt Maggie stitched togeth-
er at the end of many hard days’ work, and lined 
with remnants of old work clothes. McClean has 
completed copious ink studies to retrace deci-
sions made in creating its fl oral patches and geo-
metric structure. It is showing signs of wear, and 
she plans to repair it using gold thread. Speaking 
quietly about how she carries her grandmother 
in her heart, she emits a small sigh of remem-
brance that, like other moments encountered 
through the series, eloquently conveys a sense 
of loss.

In contrast to the informality of most, Chris 
Jones’s short is a meticulous sound and vision 
montage anchored by his poem, Th e Green Bud-
dha. From a childhood memory of dropping and 
breaking a statuette cherished by his mother, he 
conjures a portrait of a life that shared experi-
ences with generations of young Irish emigrants: 
the bustle of downtown Manhattan, setting up 

home in Queens, visiting Coney Island, dis-
patching blue airmail envelopes home. It clos-
es with a photo of his mother, before marriage, 
before parenting, head thrown back in a carefree 
moment of joy. 

Jones’s “nostalgia for a place that I can’t 
remember” resonates across many of the tales 
told, about meetings at social clubs, treasured 
garments, dancing and music. An impulse to 
gratitude is captured by Nigerian-born Joe Odi-
boh’s heartfelt thank yous to his mother, Th e-
resa, for the suff ering she bore on his behalf, 
for caring for him while sick, for ensuring he 
received the best schooling, for providing him 
with fi nancial support. He confesses to a peri-
od of almost forgetting about her, until a visit 
brought the love fl ooding back. “If I die and be 
born again,” he declares, “I still want to come 
back and be your son.”

Roxana Manouchehri, from Iran, recalls three 
occasions in which she and her mother were 
moved by their shared experiences as women 
to shed tears: one when Zohreh supported her 
decision to apply to art college, another when, 
much later, she bought her mother a gift of a 
painting class, and a third when she was released 
from jail, having been accused of not adequately 
covering her hair. 

Pakistani-born Amna Walayat’s fi lm layers 
sound with still and moving image to revel in 
the hand-crafted gold jewellery passed on by 
her mother for her dowry. She recounts fan-
tastical stories, also passed down, of her great 
great grandfather’s marriage to a she-bear; of a 
grand aunt “so beautiful, fragile and transparent” 
that when she drank, people could see water 
pass through her throat. Having grown up in a 
creative household, Walayat sees her mother’s 
unstinting perfectionism mirrored in the preci-
sion of her miniature painting.

Maggie, Th eresa, Zohreh, Ellen, Marga-
ret, Johanna, Martha, Rachele. Th e presence of 
maternal fi gures, named and unnamed, is mov-
ingly reconstructed through this programme. 
Living still, or preserved in memory, their infl u-
ence remains, disseminating to the wider com-
munity through the medium of art.

Susan Campbell is an independent visual 
arts writer and researcher.

Antonio D’Souza, The Maternal Gaze: Martha in her homemade dress, courtesy of IMMA.

Laragh Pitmann, The Maternal Gaze: Laragh’s mother and sisters, courtesy of IMMA.Domnick Sorace, The Maternal Gaze: Grandparents on their wedding day, courtesy of IMMA.
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Claire Murphy, ‘Here Is Where I Am’ 
South Tipperary Arts Centre 
3 July – 21 August 2021

THE TITLE OF Claire Murphy’s exhibition, ‘Here 
Is Where I Am’, at South Tipperary Arts Centre 
suggests an acceptance of both the present and 
of being present.

17 photographs of four different sizes (rang-
ing from 70x50cm to 50x40cm) in both portrait 
and landscape orientations are displayed around 
the low-ceilinged walls of the gallery space. The 
pieces are printed on Hahnemuhle Photo Rag 
on a Dibond backing and have a dry surface to 
them. The images are shot on 35mm film and 
retain a naturalism and softness through this 
medium. The works are all ‘Untitled’ and num-
bered individually I - XVII, the artist offering no 
descriptive guide, suggesting the works are equal 
parts of a whole.

Thematically, that whole is based both on 
being present and being somewhat enclosed 
within a specific geographical area during an 
undisclosed period of time. Impressionistic 
individually, the works build up to form a collec-
tive viewpoint together. The subject is a house, 
the domestic elements within it – family life, 
food, worktables – and then the exterior, a green 

thicketed forest and grassland area. 
Although there is no overt reference to the 

COVID-19 lockdowns in the images, we do 
glean this from the gallery information provided. 
Salient also in this regard are two images involv-
ing a young child, the recent arrival of whom 
is also noted in the gallery notes. So, there are 
essentially two lockdowns involved in this work; 
the public lockdowns that the country and world 
faced during the last 18 months, and the private 
lockdown period for any parent as they accom-
modate their new arrival. These two events have 
coincided temporally, and now play off each oth-
er within the presented body of work.

The sense of removal from the day-to-day 
world is suggested by some distancing effects 
in the images. Murphy reframes some (includ-
ing Untitled II) by shooting from the exterior 
through window or door frames into a kitchen 
or hall, bringing attention to her observer status. 
Vertical and horizontal lines within the images 
enclose the subjects. We with Murphy seem to 
be outsiders. However, one would wish to note 
the allied idea of protection here also. In many 

of the images, especially those external to the 
house, we see again the verticals, of trees, thick 
foliage and even a horizontal bank of mist in a 
field, all of which seem somewhat impenetrable. 
The photographs suggest there is a natural pro-
tective structure around the house, a barrier to 
the exterior world – both protection, safety, and 
at its extreme, a benign imprisonment.

The viewer searches for further narratives and 
imagines a fable being woven – of a great plague, 
a young child being born, and a family moving 
to a house in the forest. Is this fanciful? Despite 
cinematic tropes of a man reading a story to his 
child (Untitled XV), a figure walking silently 
into the woods, a dead moth and the shots of 
over-ripened fruit? In all likelihood, such a read-
ing is a conflation. This work tends towards the 
domestic and day-to-day ordinariness, to which 
poet Eavan Boland bemoaned “no visionary 
claim could be made”.

The lockdown has forced us all to be more 
present. With travel curtailed, our geographical 
sphere has reduced, and this has localised our 
ability to pursue our interests. Murphy’s images 

reflect the public enforcement aspect of lock-
down and the personal choice of the parent to 
be present for a child. This creates a dilemma 
of sorts for Murphy and any photographer, as 
to be present requires one to participate in the 
moment. The camera acts as a barrier to this, a 
mediating tool – ostensibly an interference in 
which documenting takes precedence over what 
is being documented. 

But one can always stretch this and view the 
camera as part of the act of ‘being present’. The 
documenting process can be naturally part of 
what a family does, as simply as eating or going 
for a walk. In this photographic series, Murphy 
looks to retain the external designated role of 
artist/observer, while also holding on to the par-
ticipant/subject aspect, integrating the camera 
and the photographic process within her own 
family life.

Brendan Maher is Artistic Director of the 
Source Arts Centre in Thurles, County 
Tipperary.
thesourceartscentre.ie

Claire Murphy, Untitled II, 2020, Hahnemuhle Photo Rag on Dibond, ed. 1/3, 70x50cm, courtesy of the artist. Claire Murphy, Untitled X, 2020, Hahnemuhle Photo Rag on Dibond, ed. 1/3, 50x70cm, courtesy of the artist.

Claire Murphy, Untitled I, 2020, Hahnemuhle Photo Rag on Dibond, ed. 1/3, 70x50cm, courtesy of the artist.
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‘A Conversation Ensued, Nobody Said A Word’
Colin Darke and Yvonne Kennan
Belfast Exposed
5 – 28 August 2021

‘A Conversation Ensued, Nobody Said A Word’ 
is simultaneously straightforward and complex 
in concept, with artists Colin Darke and Yvonne 
Kennan using photographs to have a discussion 
of sorts across the walls of Belfast Exposed’s 
first-floor gallery space, taking it in turns to 
present a photograph in response to the previous 
one. Each slightly larger than a postcard, main-
ly landscape in orientation with the occasional 
portrait interruption, a linear display of photo-
graphs snakes around the exhibition space. This 
is a deceptively simple presentation which mer-
its a prolonged stay in the gallery that ultimately 
rewards the viewer.

With no indication as to which artist initi-
ates this ‘conversation’, the viewer can begin to 
trace the works on display, looking for visual 
threads between images in the search for some 
kind of narrative. We know such narratives exist 
but are not so easily extracted from the works. 
The accompanying gallery handout suggests that 
this is a nuanced and playful discussion between 
two well-read and knowledgeable artists, which 
references the writings of Brecht, Barthes and 
Kafka, the art of Joseph Kosuth, Louis le Broc-
quy and Man Ray, the music of Tom Waits and 
Genesis, and the films of Sergei Eisenstein and 
Steven Spielberg. As to whether such referenc-
es help guide or impede the viewer is debatable. 
Familiarity with such references offers bread-
crumbs of understanding that aids one’s inter-
pretation of this conversation; whilst for other 
viewers, they potentially act as a barrier to one’s 
search for definitive connections between works.

At first, viewers may find themselves drawn 
to specific images: a pair of moustached red 
mugs; a housefly across a muted gradient; a 
paintbrush balanced delicately on a tin of paint; 
a statue of the Virgin Mary face-down on top 
of a mirror; a discarded bicycle with its front 
wheel ablaze. There are many captivating photo-
graphs on display here – from the composition-
ally sophisticated to the humorous and absurd 
– their intimate scale inviting us closer to reveal 
smaller details which enable us to forge tentative 
connections.

After an initial walkthrough, one might begin 
to view the exhibition in pairs, as links between 
images displayed side-by-side begin to emerge: 
an image of two photographs sits next to anoth-
er of a digital image on an iPhone screen; an 
arrangement of a collage of tiles is replicated 
with books; the aforementioned tin of paint is 
followed by a dollop of white paint; and anoth-
er pair of images finds pleasure in the intricate 
shadows created by objects across white surfaces.

Standout pairings include a photograph of 
a woman (presumably Kennan) at night, barely 
visible in the image, with the golden hue of a 
streetlamp bleeding into the darkness from the 
right-hand-side of the frame. This is followed by 
a photograph of a pair of sunglasses, one lens of 
which has been covered in gold leaf, in a humor-
ous and thoughtful replication of the previous 
image’s colour palette.

Whilst such pairings complement each oth-
er, others sit in stark contrast. Autumn leaves 
on a pavement, vibrant in their browns, golds, 
oranges, and rusts, sit next to a brilliant blue sky 
and a magnificent tree, its buds on the verge of 
blooming at the beginning of spring. Perhaps 
such contrasts indicate differences of opinion 
between the two artists, providing moments of 

tension amongst its overall harmony.
The viewer can certainly find pleasure in these 

contrasts and connections; however, I wonder 
whether the artists’ subtle visual clues and points 
of reference ultimately keep definitive under-
standings beyond our reach? Just as one begins 
to follow a thread, or piece together some visual 
or thematic connection, the conversation takes a 
turn and we are once again at a loss, scrambling 
to find meaning. This is also part of the fun of 
the exhibition; viewers are challenged to trace 
the exchanges between Darke and Kennan and 
forge their own interpretations. Those familiar 
with the writings of Brecht – who is cited as a 
point of reference in the exhibition text – may be 

particularly responsive to the role of the view-
er here. In Brechtian epic theatre, there is an 
emphasis on the audience’s perspective, interac-
tion, and reaction to the work, and so there is an 
implication that both artists are extending this 
invitation to the viewer, who becomes the inte-
gral third party in this unfolding conversation.

Ben Crothers is the Curator / Collections 
Manager at the Naughton Gallery, Queen’s 
University Belfast.

‘A Conversation Ensued, Nobody Said A Word’, installation view; photograph courtesy the artists and Belfast Exposed.

Colin Darke, 3rd image, ‘A Conversation Ensued, Nobody Said A Word’; photograph courtesy the artist and Belfast 
Exposed.

Yvonne Kennan, 3rd image, ‘A Conversation Ensued, Nobody Said A Word’; photograph courtesy the artist and Belfast 
Exposed.  
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SCINTILLATING PATCHES OF green, blue, turquoise, purple 
and deep red appear to me when my eyes are closed, colours 
and forms only I will ever see. These colours persist when I 
open my eyes, interrupting my vision of all that is outside 
of myself. These dancing forms are scientifically known as 
‘pressure phosphenes’. Some have attempted to document 
these fleeting colours, most notably the nineteenth-century 
physicist, Hermann von Helmholtz, who published drawings 
of his own pressure phosphenes. Rarely has anybody succeed-
ed in documenting or representing anything close to what is 
experienced. 

Regularly when I experience these visuals I am transport-
ed to a specific memory; a memory of a painting, a memory 
of an encounter. The painting is Untitled (Green on Maroon) 
(1961) by Mark Rothko which hangs on the walls of the 
Museo Nacional Thyssen-Bornemisza in Madrid. I saw the 
painting first at the age of 18 on an art college fieldtrip. Des-
perately hungover, I sat in the gallery inexplicably weeping 
as this painting poured all of its knowledge into me, most of 
which I couldn’t understand1. 

The transference of knowledge through images and the 
slippery interpretations of object and subject, artwork and 
artist, made and born, are potent themes in You & i are Earth. 
Edited by Fergus Feehily and published by Paper Visual Art 
Journal, the book presents a collection of texts by a wide 
range of Irish and international writers and artists. Contribu-
tors include Annie May Demozay, Fergus Feehily, John Gra-
ham, Jack Hanley, Mary Heilmann, Naotaka Hiro, Rebecca 
O’Dwyer, Paul P., Eleanor Ray, Luis Sagasti, Carole Sebor-
ovski, Mark Swords, Stephen Truax and Joost Van den Bergh. 

In his essay ‘Centaurs on the Beach’ Canadian artist Paul 
P. writes that “knowledge, wrought into hermetic convolution 
out of necessity for its voyage, was transmitted. Not always 
instantly understood.” This essay is one of many generous, 
complex and enigmatic pieces that make up the publication, 
detailing the politics of an encounter with an artwork. 

Taking its title from an inscription on a seventeenth-cen-

tury Dutch plate, which was found in a London sewer, You 
& i are Earth brings together an expansive plethora of text 
and images, all of which have painting as a point of focus. 
The mysterious origin of the title pertains to a timelessness; 
that something might be lost and found at the same time 
through associations and connectedness. If there is a common 
thread woven through the contributions it is a fixation on the 
making of connections as not only a fundamental activity of 
an artist, but as a way to describe (and perhaps remember) 
the fluidity of experience. Feehily writes in the introduction 
that “as an artist, my mind makes or perhaps recognises con-
nections between events, stiches them together – embroiders 
them”. 

Extracts from The All Night Movie, a memoir by American 
artist, Mary Heilmann, weave together the contrasting, dis-
parate sections of the book2. Heilmann gives form to a voice 
that many readers will be familiar with but rarely gain access 
to – the brutally honest ‘doubting maker’. Heilmann writes: 
“I abandoned my picture of myself as outsider, outlaw, saint, 
martyr, Joan of Arc, Lawrence of Arabia that had been a way 
of giving myself value”. 

In the text ‘Moving a painting (With eight notes on 
Atsuko)’, Naotako Hiro provides a portrait of the Gutai art-
ist, Atsuko Tanaka, via the apparatus of a proto-script with 
the opening line: “Text on Black screen: Osaka, November 
1965”3. While the writing takes influence from an interview 
– ‘Atsuko Tanaka Another GUTAI (1998): an interview with 
Kazuo Shiraga by Mizuho Kato and Hiroko Ikegami (2007)’ 
– it describes an intimate scenario in which actual intimacy 
is out of reach. Hiro states: “A profile shot of a woman’s face: 
Atsuko, a young artist closing her eyes. We can’t tell wheth-
er she’s asleep or awake”. Perhaps she is experiencing pho-
sphenes. The uncertainty of what is and what isn’t or what 
might be gives many of these texts their seductive charge, a 
quality so specific to painting, brought to life here in lan-
guage. 

The book itself is an object of wonder. The minimalist 

design leaves space for imagery evoked by the text to be ren-
dered in the mind of the reader. Designed by Atelier David 
Smith, the publication interior is printed in black and silver 
inks with full colour and silver reproductions of images and 
artworks. At 112 pages, You & i are Earth is contained with-
in an extended eight-page cover (French flaps) which pres-
ents the work of Irish artist Mark Swords. Papercuts 1 and 2 
(2020), originally made from black carbon paper, enfold the 
book in an infinite galaxy of stars. I recommend opening the 
endpapers fully while reading.  

Images punctuate the book while visually rendering some 
of its narratives. For example, Stephen Truax’s painterly land-
scape, Cruising Ground (Hasenheide, Nude Sunbathers) (2019), 
seems to illustrate a line in his text, ‘The Marks men Leave’, 
which states there is “nothing more beautiful than skin illu-
minated by dappled light against a blue-green backdrop of 
trees.” The strength of this publication is its ability to evade 
being pinned down, exactly while opening up the spaces of 
questioning and mystery that define art making today and 
throughout the ages. 

Frank Wasser is an Irish artist and writer who lives 
and works in London.

Notes:
1In the February 1961 issue of ARTnews, the art historian Robert 
Rosenblum referred to “feelings of fear” evoked by Rothko’s paintings as 
an “abstract of the sublime”, drawing upon a Kantian reading of Ger-
man Romantic painting. That is not what I am describing or referring to 
here. There are some things in this world that inexplicably exist or happen 
without reason.
2Mary Heilmann, The All Night Movie (Zurich: Offizin Verlag, 1999)
3Gutai was a radical Japanese avant-garde group, formed in 1954, who 
rejected traditional genres of art in favour of performative, theatrical and 
multimedia practice. 

Fergus Feehily (Ed.), You & i are Earth, 2021, interior view; image courtesy Fergus Feehily and Paper Visual Art Journal.

You & i are Earth 
Fergus Feehily (Ed.) 
Paper Visual Art Journal, 2021, 112 pp.
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DR YVONNE SCOTT REFLECTS ON MARY-RUTH WALSH’S 
TOURING EXHIBITION.

THE EXHIBITION, ‘SKIN DEEP’, by artist Mary-Ruth Walsh, explores 
a crucial aspect of the human body and how it engages with the world. 
Walsh examines the desire for surface perfection: of the skin in the case of 
humans, and of the glossy veneers in urban structures. She selects the kinds 
of locations where adaptability rather than permanence is the priority – for 
example transport hubs or commercial outlets. She notes how those mate-
rials that weather over time and gain character (like stone or timber) have 
given way to the more immediate, convenient surfaces that can be quickly 
replaced if damaged or dated. The artist, in her work, considers whether a 
similar objective is at play in the human body; while maturing skin may 
signify humanity, her imagery addresses a tendency to resort to significant 
measures, from cosmetics to surgery, in an attempt to arrest the inevitable 
process of aging. 

While the pursuit of surface physical perfection, in humans or in build-
ings, seem to be entirely different materially, the show identifies compel-
ling parallels. Walsh’s focus is on the unnatural level of attention she feels 
is given to the thin veneer that separates internal workings from exter-
nal appearances. The show displays a range of individual artworks, each 
addressing an aspect of this overall concept, but which collectively read as 
a coherent installation. The works are provocative and open to interpreta-
tion, allowing the viewer to bring their own experience and interpretations 
into play. 

For a number of years, Walsh has been exploring visual similarities 
between packaging and buildings; she utilises discarded containers – for 
all kinds of objects, from mobile phones to cosmetic products – as models 
for her meticulous drawings, or as moulds for her plaster casts. In her com-
posite images, relative size is somewhat ambiguous: a petrol station, say, 
might be overshadowed by a drawing of a translucent plasticised carton. 
While almost surreal, Walsh is not so much concerned to evoke the illogi-
cal pairings of objects (as might be seen in the metaphysical work of artists 

Skin Deep 

Mary-Ruth Walsh, Nutrient Bright Bodies, 2020, detail, Highlanes Gallery; image by Eugene Langan Photography, courtesy the artist and Highlanes Gallery.
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Mary-Ruth Walsh, SKIN DEEP, film still, animal fat on film surface, 2020, Limerick City Gallery of Art; image © and courtesy the artist.

the sensuous quality of the lacquered screen with its timeless 
perfection of finish, to the animate and changing nature of 
human skin. Walsh consequently raises questions about the 
nature of longevity and disposability.

Various other works suggest the means by which flawless 
skin is pursued. A sculptural installation, Nutrient Bright Bod-
ies, 2020, combines the aesthetics of religious altar, medical 
surgery, and cosmetics counter. The objects on display are 
suggestive rather than specific, comprising test tubes and 
petri dishes, alongside white abstracted forms that are in fact 
models cast in plaster by the artist from empty packaging. 
This compelling artwork has a clean, pure aesthetic enhanced 
by the lighting that suffuses the translucent structures, giving 
it the kind of spiritual quality that inspires confidence and 
belief. Yet its contents are intentionally devoid of meaning, as 
illusory and pointless, she suggests, as the concept of physical 
perfection. 

On the walls are a range of works involving collage, var-
iously drawn from medical and cosmetics magazines, either 
in monochrome or full colour. Some are small images, while 
others form huge, expanded displays. The Soft Structure series, 
for example, features perfect human faces, head and shoulders, 
viewed on their sides as though prone and abject. Rectangular 
blocks are cut from the images to obliterate the recognisable 
features of eyes, mouths, and other orifices, rendering them as 
sightless and mute as classical marble sculptures. Such ano-
nymising of features was a typical strategy of some technical 
journals to protect the identity of the subject, who may have 
been the patient of treatment, as opposed to a professional 
model. Walsh emulates the practice in her images, evoking 
empathy with the subjects who, despite the perfection of their 
features, are presented as stripped of identity, and vulnerable.   

As Alyce Mahon has observed: “How the body is rep-
resented in art depends on how art is defined at particular 
moments in history”.1 One can add that it depends equal-
ly on how the body – and the built environments the body 
negotiates – is also defined at particular moments in history. 
‘SKIN DEEP’ addresses this confluence, alluding to aesthetic 
traditions, but essentially observing the complexities of con-
temporary attitudes. 

Dr Yvonne Scott is a Fellow Emerita of Trinity College 
Dublin, former Associate Professor in the History of 
Art Department in Trinity College Dublin and founding 
Director of Triarc (Trinity Irish Art Research Centre) 
established in 2003.

‘SKIN DEEP’ is supported by the Arts Council Touring 
and Dissemination of Work Scheme and an Artlinks 
bursary (delivered in partnership between local 
authorities Arts Offices in Carlow, Kilkenny, Water-
ford and Wexford). The touring exhibition was com-
missioned by Wexford Arts Centre and curated by 
Catherine Bowe. It launched at the Highlanes Gallery 
in November 2020 and travelled to Limerick City Gal-
lery of Art in May of this year. The final iteration of the 
exhibition will be presented at Wexford Arts Centre 
from 18 October to 4 December.
wexfordartscentre.ie

Notes:
1Alyce Mahon, ‘The Body’, in Catherine Marshall and Peter Murray 
(eds), Twentieth Century, AAI volume V, 2014, p45.

like Giorgio de Chirico) or strangeness of dreams (seen in 
examples by Salvador Dalí). Her concern is to indicate the 
ubiquity of contemporary disposable materials; how those 
used in packaging may embody similarities with those that 
provide the contemporary environment. While this in itself 
could be a positive development, depending on the capac-
ity for recycling or reducing carbon footprint, the concern 
is where materials are treated as disposable and, while their 
practical use is short lived, they may nonetheless last indefi-
nitely as landfill waste. 

The materials Walsh uses are relevant to the meaning of 
the show. The titular artwork, a film entitled SKIN DEEP 
(2020), features representations of the female nude whose 
image is rendered with a ‘paint’ of animal fat. In academ-
ic traditions, brush strokes were virtually invisible, in order 
to create an enamel-like painted surface and maintain the 
illusion of a seductive representation. By contrast, while the 
anatomies of Walsh’s painted figures are convincing, they 
are deliberately carried out with an expressionistic looseness 
that contrasts with the high finish of academic methods, a 
reminder of the artifice of such aesthetic traditions. The fats 
and oils used both as a material and as a core subject of the 
show, are fundamental to Walsh’s concept. Drawn from the 
waste of animal production and fossil fuels, these substances 
are used in various ways in engineering and in cosmetics, as 
lubricants and emollients, with all of their connotations, both 
positive and negative, addressing the range of responses, from 
desire to disgust. 

For example, in Après Eileen Gray, Walsh presents glob-
ules of dark oil, bubbling up from the lower left and float-
ing across the intense pink six-part artwork-screen. While 
the artwork relates to the furniture designs pioneered by the 
iconic designer, it indicates the role of the screen as a partition 
for concealment. The term ‘screen’ also suggests the flat panel 
on an electronic device that can display images and infor-
mation. While pink is normally a feminised colour, the tone 
here is assertive rather than submissive. Thus, the artwork is 
contemporary in combining a range of provocative, even con-
tradictory meanings, raising questions and prompting debate, 
rather than proposing clear cut solutions or adopting any par-
ticular moral stand. Walsh is an admirer of Gray, contrasting 

Mary-Ruth Walsh, ‘SKIN DEEP’ installation view, 2020, Highlanes Gallery; image by 
Eugene Langan Photography, courtesy the artist and Highlanes Gallery.
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DAVEY MOOR OUTLINES THE OPW’S IRISH STATE ART 
COLLECTION AND THE ‘DOUBLE ESTATE’ EXHIBITION AT THE 
PEARSE MUSEUM.

THE OFFICE OF Public Works’ (OPW) Irish State Art Collection (ISAC), 
where I work as one of a team of registrars, comprises 14,000 works across 
painting, print, photography, sculpture, ceramics, glass, installation, video, 
drawing and textiles. The ISAC is akin to a corporate collection in that the 
vast majority of artworks (around 90%) are on display rather than in stor-
age. The artworks are located in government offices and other state-owned 
properties across the country. 

The ISAC is part of the greater OPW suite of collections, most of 
which are contained within many OPW-managed historic properties and 
national monument sites throughout the country. The OPW – or Board 
of Works, as it has also been known – was established in 1831 by an Act 
of Parliament: An Act for the Extension and Promotion of Public Works in 
Ireland. Since that time, its staff have been the custodians of a growing 
number of heritage assets, including many artworks. The Art Manage-
ment Office (AMO) in the OPW was set up in the late 1990s to manage 
cataloguing the art collection and to take responsibility for the implemen-
tation of the OPW’s Percent for Art projects. Since its establishment, the 
AMO has concentrated on supporting Irish-based artists and the mar-
ketplace in which they exhibit. This is done by purchasing contemporary 
art from exhibitions as well as directly commissioning site-specific proj-
ects. The AMO is also involved in commissioning portraits (paintings and 
sculpture).

In 1978, the OPW introduced the principles of Percent for Art to Ire-
land. This has developed over the decades into national policy extending 
to all government departments and local authorities and it has expanded 
in scope. Under Percent for Art, 1% of capital spending on building, infra-
structure and renovation works is allocated to art projects within specific 
budget limits.

Over the last two years, the AMO has been implementing a new col-
lection management system. This system will eventually consolidate all of 

Double Estate 

Installation view, ‘Double Estate’, Pearse Museum, 2021; image courtesy Davey Moor and the Office of Public Works.
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Installation view, ‘Double Estate’, Pearse Museum, 2021; image courtesy Davey Moor and the Office of Public Works.

‘Double Estate’ is not an exhibition of portraiture, however 
abstracted. Sitters have been anonymised; historic and reli-
gious figures have been reimagined; an air of intangibility 
pervades and the normal world seems far away. A portrait 
is more about its named subject than the stylings of its art-
ist: the sitters being the answer to the ‘why’ of an artwork’s 
creation, rather than the indulgence of the creator and it is 
this indulgence that we dwell upon in this exhibition. Art-
ists reveal themselves through the collected language of their 
output. At the other side of this equation is the viewer, look-
ing on and taking in. They react, connect and dwell on imag-
ery that uncovers latent inclinations which can be a surprise 
to them, the (be)holder. 

Art, imagination and the power to create fantasy are all 
forms of magic. They go beyond instinct and logic to put 
humans in the ascendency and it is not a stretch to imagine 
our ancestors holding them sacred. Rock art almost always 
focused on the animate – on that with a soul – rather than 
the landscape or object. This sacred, figurative imagery cast a 
long shadow; the hunters of prehistoric cave paintings pres-
ent abstracted archetypes which belie the skill of the artists. 
This duality would come back strongly to the fore in twen-
tieth-century art, when artists, and even entire movements, 
eschewed realism wholesale. The art of the everyday sacred 
endured, and over time, the figures were increasingly staged 
in the tangible world. However, as ‘Double Estate’ demon-
strates, it is still common for the environments of figurative 
art to be little more than ancillary. 

That a splintering of what it means to represent the body 
in the art of the last 100 years (60 of which are covered in this 
exhibition) has occurred, brings its depiction more into the 
realm of all our true, varied realities. Likeness is not a ques-
tion to concern ourselves with in this sense. Instead, it is the 
likeness of myriad pronouns. We might relate the pictures in 

this exhibition to ourselves, to those we know and to those we 
may imagine. We might be repelled or attracted to these, but 
our eyes will likely linger regardless. 

Davey Moor is a Registrar of the Irish State Art Collec-
tion at the Office of Public Works.
opw.ie 
daveymoor.com

‘Double Estate’ opened at the Pearse Museum on 25 
May and will run until the end of the year. Booking is 
recommended, as numbers permitted in the museum 
are small. A 64-page full-colour catalogue, designed 
by Oonagh Young, accompanies the show and is avail-
able free at the museum.
pearsemuseum.ie

the OPW collections, including those of National Histor-
ic Properties sites and the many National Monument sites. 
While they remain separate, amalgamating them under the 
same digital umbrella enables much greater collaboration 
between the OPW collection teams. As part of this pro-
cess, an online portal is being designed, where the public can 
search for items. It is planned to go live with the first tranche 
of object records next year. 

Another facet to the AMO’s activities is the exhibition 
programme. Annually since 1991, it has run a series of 
themed touring exhibitions to showcase to wider audiences 
(mostly newer) work from the collection. Since 1997, this has 
been in collaboration with our counterparts in Belfast who 
manage the Northern Ireland Civil Service Art Collection. 
The AMO also runs other exhibitions outside of this tour-
ing programme, one of which I have curated: ‘Double Estate’, 
currently running at the Pearse Museum, in St Enda’s Park, 
Rathfarnham until the end of the year. 

Brian Crowley, the museum’s curator, was looking for 
an exhibition that spoke to the history of St Enda’s, which 
was home to Patrick Pearse’s Scoil Éanna, an institution he 
designed to offer “education distinctly Irish in complexion”. 
It had a strong arts slant to its syllabus and Patrick’s brother 
William, a professional sculptor, was the art teacher. ‘Double 
Estate’ is a group exhibition that considers the human form 
through a selection of over fifty works from the ISAC across 
print, painting, photography and sculpture. These are offered 
against the historical backdrop of William Pearse’s figurative 
sculpture from the collection at St Enda’s and Patrick Pearse’s 
writing on physical archetypes and how he felt his students 
should be the embodiment of heroic Celtic ideals. This was 
exemplified in both Gaelic games and historical drama, activ-
ities in which brotherhood was preeminent.

Excepting individual portraits of the Pearse brothers, 
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Mediating Signals
JANE MORROW REVIEWS A RECENT EXHIBITION SERIES AT FLAX ART 
STUDIOS, BELFAST. 

CURATED BY EDY Fung, ‘MEDIATING SIGNALS’ took 
place in two phases at Flax Art Studios, Havelock House, 
Belfast. The first, ‘Tracing Algo-rhythm’ (29 June – 3 July) 
presented the work of Julie Louise Bacon, Helena Hamilton 
and Una Walker; the second, ‘Assigning Ambiguity’ (6 – 10 
July) exhibited works by Martin Boyle, Peter Glasgow and 
Michael Hanna. 

A lot of written material orbits this series of exhibitions 
already, with a handout and extremely thorough online text 
for each phase of the exhibition: “It is your task and your 
pleasure to interpret the exhibition in any way you wish. Or 
scan this QR code [to access the online texts] after viewing 
the exhibition, but only if you really need to.” What might 
there be left to say? The works are already brilliantly articu-
lated, contextualised and presented across both written and 
visual experiences. 

Flax is an artists’ studio organisation temporarily occupy-
ing the space of Havelock House – the former UTV tele-
vision HQ on Belfast’s lower Ormeau Road. The spaces, 
though ironically designed to support broadcasts into our 
homes each day, were never designed to be publicly accessi-
ble. They are, therefore, fascinating, retaining much of their 
broadcast infrastructure in the form of acoustic panels, ceil-
ings crammed with odd alcoves, bizarre cut-throughs (which 
presumably allowed staff to sneak off-screen undetected) and 
– the pièce de résistance – a hair and make-up salon that feels 
more like a film set than the remnants of the sets themselves. 
In theory, if not in practice, Fung’s programme is framed by 
text in the manner of film’s most famous receding opening 
crawl: it is “2045, the world after technological singularity 
is reached... [we] are looking at works created at the times 
communication existed.” 

Tracing Algo-rhythm 
Julie Louise Bacon’s work is an archaeology of sorts. Pro-

foundly other, it is presented within one of the multilevel, 
padded studios. Both in site and content, the audience feels 
invited into realms that aren’t usually accessible. Bacon’s 
work depicts intermittent frequencies, transmissions and 
orbits related to satellites and USSR spacecraft, which all 
loop, glitch, halt, drop and stagger in their own ways, as if 
the media and information to support them no longer exists. 
The works are infused with a huge sense of loss – of knowl-

edge and understanding, of technology, and of a sense of how 
humanity might (re)locate amidst something much bigger 
than itself.  

Reports from an Agent in the Field (2017) by Una Walk-
er, echoes the Cold War vibes. A four-screen sound and text 
installation, it occupies the largest (18 x 13 metres) of the 
spaces. The field, in this instance, refers to the visual art sec-
tor, and the work is an archive, assembled from exhibition 
ephemera collected between 1960 and 1995. Separated into 
Venues, Artists Names, Exhibition Titles and Dates; these 
are classifications abstracted from their original context. Their 
loss is felt in other ways: ‘venues’ presents a rolling script of 
galleries long gone –  Malone House, The Old Museum Arts 
Centre and so on. Dates repeat like unintelligible binary 
codes. Occasionally the audio glitches, but it is human rather 
than machine error, with some slight stumbling or anxious, 
faint giggling in the delivery of the speech interrupting its 
rhythm. Brilliantly presented (or unpresented?), the work felt 
to me like it reflected the futility of the things we hold dear – 
the affected, ineffectual language that we use to present our-
selves to one another. 

The staging for Helena Hamilton’s Irrelevant Landscapes 
(2019) is staggering; a matrix of scissor-lift studio lights and 
power points on cantilevered wires drop from the ceiling, their 
shapes creating exact reflections of those on screen. Ham-
ilton’s audio-visual reconstruction of a piece of paper being 
scribbled upon and crumpled cartographically is accompa-
nied by a Carlo Rovelli quote: “It is possible to repeatedly 
correct our world view”. Hamilton’s work does the same thing 
as the others – it is a form of mechanical panning out. Fung’s 
own polymathic practice, as an artist and musician, also dab-
bles in ideas and tools that enable us to reform ourselves in 
light of new information. 

Assigning Ambiguity
The second exhibition, which opened only three days later, 

occupies some of the same spaces and introduces new ones 
(swoon – THAT hair and make-up studio). Bedecked wall-
to-wall with Hollywood mirrors, Michael Hanna’s series 
‘Calculated Error’ (2012-ongoing) includes an assortment of 
formerly white textiles – clothes and towels – that he dyed 
pink by including red items in the wash and was funded to 
replace. Elsewhere, this series of deliberate mistakes showcas-

es a misspelled tattoo (that Hanna then used funding to laser 
correct); a pair of glasses with the wrong prescription, due to 
giving inaccurate answers during an eye test (with funding 
used to correct the prescription). Each time the work is pre-
sented, a new error is commissioned – this time, a bottle of 
snake oil, purchased by the curator.

Back in the largest studio, the space has been taken over 
by a large projection and a number of small, sensitively lit 
object interventions by Martin Boyle. They are heavy with 
the weight of mourning; the film is projected over an air 
mattress, stuffed with plastic flowers, evoking a recently dug 
grave. There are photographs of accident sites, skies depicted 
through windscreens and a large tome on the floor which, 
accompanied by white gloves, feels like a book of condolenc-
es. 

Peter Glasgow’s work continues the thread of playful spec-
ulation. On one wall, the video game journalist Tim Rogers 
labours a narrative over a session with Tomb Raider, at each 
point praising or critiquing not only the character actions 
(controlled by the player), but the game developers’ cynicism 
and unsophisticated narrative decisions. The other wall rein-
vents a form of Exquisite Corpse, as text exchanges between 
Glasgow and collaborator Sun Park, with a set of rules that 
are deliberately unclear to the viewer, resulting in a series of 
mutated instructions and uncalculated entreaties.

The exhibitions fluctuate between micro and macrocosms, 
simultaneously conveying something both intangibly enor-
mous and poignantly personal. The overwhelming serious-
ness of the questions posed by each work – who, where, what 
are/were we? – is also not without levity, through some of the 
selections and the overall presentation. I was awed by how the 
perfect spaces AND the perfect artists AND the perfect work 
could exist within the same building. If Fung hadn’t been 
curator-in-residence with Flax, would these elements simply 
exist as co-orbital configurations? Its flawless perfection was 
so casually worn that I was quite moved to bear witness to 
it. It’s gone now. And amongst all of the records, traces and 
eulogies referenced, these words feel like little more than a 
faint and obsolescent blip. Perhaps it was intended this way. 

Jane Morrow is an independent curator, writer and 
PhD researcher based in Belfast. 
janemorrow.com 

Michael Hanna, ‘Calculated Error’ series, 2012-ongoing, installation view; photograph courtesy the artist and Flax Art Studios. Helena Hamilton, Irrelevant Landscapes, 2019, installation view; photograph courtesy the artist and 
Flax Art Studios.
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Francis Bacon’s Studio 
DR BARBARA DAWSON REFLECTS ON THE TWENTIETH ANNIVERSARY 
OF THE FRANCIS BACON STUDIO PROJECT.

IT IS NOW twenty years since Francis Bacon’s studio opened 
to the public in Hugh Lane Gallery. The famous studio – 
which was originally located in 7 Reece Mews, South Kens-
ington, London – was Bacon’s primary place of painting from 
1961 until his death in 1992. Even as his fame and wealth 
grew, Bacon continued to live in this modest flat.

Francis Bacon worked in Reece Mews at a time when 
investigation into studio process and the relationship of the 
artist to the artwork, its production and its distribution was 
rapidly evolving. In 1971, French conceptual artist Dan-
iel Buren wrote ‘The Function of the Studio’1. In this essay, 
he investigates the relationship between the artwork and its 
place of fabrication with its widespread distribution and place 
of exhibition – the gallery or museum. 

Burren rejects the studio as a place of production for the 
portable artwork, arguing that such means of production give 
rise to the compromise of the artwork due to the requirements 
for it to adapt to other destinations, be it a gallery or museum 
space or a collector’s wall. Removing them from their place of 
production (where they came into being) and their ability to 
adapt to multiple locations (where they are prone to reinter-
pretation and manipulation of curatorial authorship) in his 
opinion, renders them soulless.

Bacon, however, stands outside this argument. For him, 
the artist’s studio was an intimate environment, a private 
place of production, a locus, genesis or incunabulum where 
judgement, moral or aesthetic, is suspended in the process 
of art making. He had a great attachment to place, and this 
small studio (measuring six by four metres) was the centre of 
his life, where he lived and worked for over 30 years. 

When I was appointed Director of the Hugh Lane Gal-
lery in the early ‘90s, one of my goals was to organise a ret-
rospective exhibition of the work of Francis Bacon, who died 
in April 1992. He left his entire estate to his friend John 
Edwards, whom I sought to contact with a view to organising 
an exhibition of his collection of Bacon’s paintings. Because 
of this particular focus, I was introduced to him and Bri-
an Clarke, his friend and executor of the Estate of Francis 
Bacon. Over time we developed a great friendship and I was 
invited to visit the famous studio. 

It was a phenomenological experience – the intensity of 
the small space, the smell of turpentine and paint, the moun-
tains of materials; books on such diverse subject matter as 
dance and cookery, body building and bull fighting, film, 
Egyptian art and Muybridge’s The Human Figure in Motion. 
Hundreds of photographs were creased, folded and trampled 
upon along with pages torn from magazines, books on art and 
artists, and leaves from catalogues with reproductions of his 
paintings. A conglomeration of animal and human imagery, 
all dissected and plundered by Bacon as part of the process of 
creation. It was absolutely mesmerising.

Bacon’s strong association with his studio is underpinned 
by the many series of photographs of him in Reece Mews, 
taken by various photographers over the three decades he 
lived there. Bacon seemed to enjoy these sessions and appears 
in numerous different poses for the professional photog-
raphers, including John Deakin, Jorge Lewinski, Michael 
Holtz, Michael Pergolani, Peter Beard and Peter Stark. 
Before the studio was removed, I invited Perry Ogden to take 
the last series of photographs of that famous space in situ. He 
also photographed Bacon’s accommodation, comprising two 
rooms; a kitchen-cum-bathroom and a living room which 
also served as a bedroom. These photographs are currently on 
display in the gallery. 

John Deakin’s crumpled and creased photographs of 
George Dyer, Bacon’s lover in the 1960s, remain the only 
series of images of anyone photographed in Bacon’s studio 
other than the artist himself. Dyer was the subject and model 
for many of Bacon’s paintings throughout the 1960s and ear-
ly ‘70s, including the great triptych, May June 1973, painted 
after Dyer’s death in Paris in 1971 on the eve of Bacon’s ret-
rospective in the Grand Palais. It is one of Bacon’s supreme 
achievements. A monumental composition which engenders 
both intense pity and sheer terror. This was one of the trip-
tychs in our exhibition, ‘Francis Bacon in Dublin’ in 2000. 

John, Brian and I had many discussions about the pres-
ervation of this famous studio. I was convinced it was worth 
preserving, but only if it was kept intact, although how that 
could be done was another unresolved matter. Nonetheless, 
they offered to donate the studio to the Hugh Lane Gallery 

Francis Bacon’s studio at 7 Reece Mews, South Kensington, London;  photograph by Perry Ogden, 1998. Collection 
and image © Hugh Lane Gallery (Reg. No. 1963.25) © The Estate of Francis Bacon. All rights reserved DACS/ IVARO.

in 1998. It was a daunting task to relocate this famous cha-
otic studio, where one of the great figurative artists of the 
late 20th century worked for over 30 years. There was no real 
museum precedent for what we set out to achieve. With a 
team of conservators, archaeologists and curators, we made 
a plan. The significance of the material was such, I believed, 
that locations of every item had to be logged and catalogued 
and all items were to be given the same status. 

The archaeologists were reminded that not only did we 
want to take out the features of the studio, but we also had to 
return them once relocated. They made elevation and survey 
drawings and noted the location of every item, including the 
7,000+ archive items which contributed significantly to the 
overall chaos of the space. An analogue catalogue entry of 
every archive item was created before being removed. They 
were later entered into our database where they can now be 
studied digitally, as they are extremely fragile. Floors, doors, 
tables, chairs and paint spattered walls were removed, careful-
ly wrapped and packed before being lowered to the ground 
floor for transportation to Dublin. Three years later, Francis 
Bacon’s studio opened to the public in 2001 to considerable 
international critical acclaim. The archive now forms the larg-
est Francis Bacon archive in the world and items from it have 
featured in almost all Bacon retrospectives since 2001. 

This project, like any great project, attracted significant 
criticism during its realisation. It was referred to as a “heap 
of detritus” and a project not worth financing. It has since 
become a world-famous art attraction, described by The 
Guardian as one of the must-see artworks in Ireland. In 2001, 
following his visit to the Hugh Lane to see the studio, jour-
nalist, Ambrose Clancy, wrote in The Washington Post: “The 
Francis Bacon Studio at the Hugh Lane…one of the most 
stunning events in European circles in years...”  
Dr Barbara Dawson is Director of The Hugh Lane 
Gallery.
hughlane.ie
Notes:
1Daniel Buren, ‘The Function of the Studio’, trans. Thomas Repensek, 
first published in English by The MIT Press in October, Vol. 10, Autumn 
1979, pp. 51-58.

Francis Bacon’s apartment, 7 Reece Mews, South Kensington, London; photograph by Perry Ogden, 1998. Collection 
and image © Hugh Lane Gallery  (Reg. No. 1964.05) © The Estate of Francis Bacon. All rights reserved DACS/ IVARO.
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GWEN BURLINGTON REVIEWS PHASE TWO OF EVA 
INTERNATIONAL.

FOR THE SECOND phase of the 39th EVA International, land and its 
contestation is the ongoing issue in question, admirably maintaining its 
need for a physical manifestation. Like many other international biennials, 
EVA typifies the links between local/global relationships in its program-
ming. In this phase, which ran from 2 July to 22 August, EVA constructed 
an image of an extremely outward-looking nation, with Merve Elveren’s 
curated guest programme, ‘Little Did They Know’, heavily focused on the 
reconsideration and reinterpretation of historical knowledge and personal 
narrative, through mostly archival material.

This is exemplified at Park Point, a large industrial space across the 
road from a bustling Lidl, on the edge of Limerick City, where the work 
is strongest. Richard Proffitt’s multi-layered, wall-based installation, Time 
Fades Away (2021), consists of an assortment of paintings on paper, clay 
sculptures, clothes, jewellery and other ephemera. A pale pink clay face 
sticks its tongue out; a small white bell hangs from a string; a pumpkin is 
painted in Proffitt’s idiosyncratic style. This is the detritus of a ‘personal 
archive’ and as I peer into the psyche of the artist’s life, the soundscapes 
of various video works echo throughout the space. Mario Rizzi’s The Little 
Lantern (2019) plays in a black box nearby, chronicling the work of Danish 
educator, Anni Kanafani. Sitting in what appears to be her office, Kanafani 
tells the remarkable story of how she set up kindergartens in Palestinian 
refugee camps in Lebanon since the 1970s, following the assassination of 
her husband, Ghassan Kanafani, an influential writer of the Palestinian 
resistance. These personal accounts are interspersed with clips of the chil-
dren and their teachers, as well as a theatrical staging of The Little Lantern, 
a fairytale originally written by Ghassan for his young niece, Lamis, who 
also died in the car bomb explosion that killed him. Indeed, the emotional 
heft of these works continues. 

A large multifaceted presentation of the Reconciliation of Blood Feuds 
Campaign 1990-1991 takes centre stage at Park Point, led by research-

EVA 2021: II

Deirdre O’Mahony, Erratics, 1995-96, acrylic copolymer, pigment, limestone dust on unstretched canvas, 39th EVA International Guest Programme; All photographs by Jed Niezgoda, courtesy of the artists and EVA International.
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Reconciliation of Blood Feuds Campaign 1990-1991, led by Erëmirë Krasniqi, Kosovo Oral History Initiative, 39th EVA International Guest Programme.

er Erëmirë Krasniqi (director of the Kosovo Oral History 
Initiative). It documents the campaign to end the Blood 
Feuds in Kosovo at the beginning of the repressive Milošević 
regime – an era of rival family killings under customary laws 
that allowed the family of a man whose honour had been 
offended, the right to kill the person who insulted him, and 
in turn, allowing the victim’s family to likewise avenge their 
death. This brutal history and the campaign to end it is pre-
sented across two screens, comprising oral history in the form 
of interviews with those affected, along with sometimes con-
tradictory accounts of the public gatherings. A large image, 
showing two women at a gathering, towers over the space.

Eleven brightly coloured textile works drape over wooden 
stands, the products of felting workshops held over two years 
by Hana Miletić – an endeavour in community building and 
an ode to the traditional ‘handwork’ of the artist’s upbringing 
in former Yugoslavia. Their bright colours and tactile nature 
offset Deirdre O’Mahony’s Erratics (1995-6), a series of large 
paintings on unstretched canvas, suspended from the ceiling 
in a banner-like configuration in the far corner of the room. 
Speaking to an earthier nature, these elongated shapes, filled 
with lines depicting a creviced and cracked landscape, are the 
traced shadows of large boulders on Mullaghmore mountain, 
located in the ‘contested landscape’ of the Burren National 
Park, County Clare. 

Backgrounded by the historical violence of the surround-
ing work, Aykan Safoğlu’s essay film, ziyaret visit (2019), feels 
like a reprieve, exhibited in a constructed black box, and is the 
most meditative of the video works at this location. Crossing 
the boundaries of documentary and portraiture, it tells the 
story of a visit to Alter Sankt-Matthäus-Kirchhof, a ceme-
tery in West Berlin, through scanned polaroid photographs 
of the artist’s friend, Gülşen Aktaş. At the beginning, Safoğlu 
states: “This is a film about why I couldn’t take photographs 
for some time.” It is a homage to their friendship but also 
explores a lineage of queer and class struggles through the 
processes of photography, narrated by the artist’s soothing 
voice and subtle sounds of a scanner.

At Sailor’s Home, Betsy Damon Archive: Keepers of the 
Waters is artfully exhibited across a hallway space. Video foot-
age of the water activism movement (founded in America 
in 1991) is displayed on an old TV monitor in the stairwell, 
alongside archival photographs of various events and public 
performances that took place in Chengdu (Sichuan) in 1995, 
and Lhasa (Tibet Autonomous Region) in 1996. Diego Bru-
no’s video installation, Cut, 2021, almost incomprehensibly 
details a 1996 uprising of Cutral Có and Plaza Huíncul in 
Argentine Patagonia. It effectively demonstrates its inten-
tions to investigate “the capacity and shortcomings of the 
moving image to account for a popular insurrection”. At 51 
minutes long, it tests one’s patience to sit through a fragmen-
tary, shaky, foreign, non-linear narrative in full.

As expected, a broader sense of fragmentation is acute 
across this iteration of EVA, which was reconfigured in three 
phases out of necessity, to be presented episodically over 
the course of a year. As well as encountering various sites of 
engagement in this phase – including the in-situ exhibitions, 
publications, ‘Little Did They Know’ subsite, and postal proj-
ects – viewers also have the opportunity to experience some 
residual works from phase one, including Aine McBride’s 
sculptural intervention, and/or land, 2020, which functions 
as an accessible ramp and handrail at the entrance to Sail-
or’s Home. It is therefore difficult to be sure whether one has 
taken in the programme as a whole, and to what extent the 
three distinct phases might contain autonomous or overlap-
ping strands. The wide-ranging works, both online and with-
in the exhibition venues, although hard to take in at once are 
rigorously researched and considered with deep sensitivity. 
Admittedly, with the foregrounding of so many internation-
al conflicts – including the geopolitical histories of Kosovo, 
Patagonia, former Yugoslavia, Syria, Lebanon and China – 
it is difficult to get a sense of Ireland’s political contexts or 
landscapes in this phase. However, this decentralised lens, 
coupled with the archival curatorial model, serves to reflect 
timely critical concerns within contemporary art, linked to 
displacement, the experiences of minorities and, crucially, the 
subjective power the archive exercises over official memory.

Gwen Burlington is a writer based between Wexford 
and London.

Barış Doğrusöz, Sand Storm and the Oblivion, 2017, two-channel video installation, 39th EVA International Guest Programme.

Richard Proffitt, Time Fades Away, 2021, mixed-media installation, 39th EVA International Guest Programme.
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JENNIFER REDMOND REVIEWS THE VISUAL ART 
PROGRAMME OF CORK MIDSUMMER FESTIVAL 2021.

THE CORK MIDSUMMER Festival, which was established in 2008, has 
flourished in recent years and may now be considered one of the fore-
most events in the Irish cultural calendar. It delivers both indoor and 
outdoor events, with online talks and screenings supporting live shows 
and prompting discussions. There is the ‘Crosstown Drift’, a walking and 
reading event, while theatre, visual art, music and literature have all used 
Cork’s urban spaces in innovative ways, from the port to the fort. Cultural 
events are no longer confined to specific buildings, esoteric audiences or 
sanctioned times; a more democratic dissemination of culture has evolved. 
As though reacting to months of isolation, the 2021 programme was ver-
satile, regenerative and thought provoking, signalling perhaps a fluid and 
more flexible approach to cultural consumption.  

The Day Crossing-Farm, 2021, was a multi-sensory installation by 
Marie Brett, commissioned by Cork Midsummer Festival. It was pro-
duced with filmmaker Linda Curtin, composer Peter Power and lighting 
designer Sarah Jane Shiels over a period of two years. Both an in-person 
and a streamed event, the work examined human trafficking, modern-day 
slavery and drug farming. The installation took place across 12 rooms in 
the clandestine location of a derelict city house. Nine screens bombarded 
the visitor, confronting our privileged existence with the abject reality of 
enslaved workers. We followed the footsteps, felt the constriction of space, 
the psychological manipulation, the fear, the entrapment – the slow reali-
sation of the dissolution of sovereignty experienced by trafficked people – 
as we were lured deeper into the nether world of narcotics. The experience 
was profound.

Jessica Akerman’s work, Cork Caryatids, wove the social history of ‘the 
Shawlies’1 with the symbolism of caryatids – sculpted female figures serv-
ing as pillars, columns, or other supportive architectural features – and the 
misapplication of administrative digital software, to think about ways in 
which systems of labour and public spaces may be ‘hacked’. Akerman cre-

Protean Worldmaking

Laura Fitzgerald, ‘I have made a place’, installation view, 2021; photograph by Jed Niezgoda, courtesy the artist and Crawford Art Gallery. 
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Anne Ffrench, To Hold Still, the Lord Mayor’s Pavilion, Fitzgerald’s Park, Cork, 2021; photograph by Jed Niezgoda, courtesy the artist and Pluck Projects.

clouds. As each scene unfolded, it generated the formation 
in real-time of the ever-evolving next vista. The effect was 
mesmeric and thought-provoking. 

A shipping container – a feedbag, inflated and deflated, 
bathed in the fluorescent glow of UV light, a soundtrack of 
drovers and cattle in transit. Meatán, 2021, the Irish for meth-
ane, was the subject of the living and interactive installation 
in the Port of Cork by Vicki Davis. Live cattle exports still 
take place here. Davis designed the work to mimic a pros-
thetic device that collects methane from cattle with a view 
to recycling it. The cattle may then become a clean cyborg 
resource in the neoliberal continuum.

The Glucksman commissioned artist Fatti Burke to create 
a public artwork with children from different communities. 
Open Road, 2021, was the result of a series of workshops and 
was designed to include children in the formation of cultural 
events. A colourful ground mural was painted in Oliver Plun-
kett Street (a pedestrian thoroughfare) based on the dreams 
of these children. It invited every passing child to skip, dance 
or play hopscotch along its path, thereby acknowledging their 
claim to the urban environment.

Bassam Al-Sabah’s Longing, Beyond, 2021, was also com-
missioned by The Glucksman Gallery and curated by Chris 
Clarke. It was situated in the window of a vacant shopfront. 
A scaffolding installation housed screens, hand-tufted rugs 
and sculptural objects. The work reflected on trauma, war, 
resistance and perseverance. The objects and the animated 
films hung uneasily together like fragments of a dream or a 
memory that plays on loop. Reality here is a blend of personal 
myth, memory and nostalgia. Animation and craft are the 
therapeutic tools for a new and vital worldmaking. 

In Crawford Art Gallery, Laura Fitzgerald exhibited three 
videos, three drawings (made with Sharpie/Copic markers) 

and an installation featuring sound and talking hay bales. 
Fitzgerald uses humour and, in her hands, labelling became a 
vehicle to chat informally with the viewer. The drawings were 
consummate works showing fluency and an understanding of 
the appeal of using unsophisticated means to pack a colourful 
punch. The work pondered anxieties that are endemic in our 
times; FOMO, incessant work and unreasonable expectation 
at the expense of leisure and personal care are some of the 
themes explored. 

Doug Fishbone also utilised humour in Please Gamble 
Responsibly ,2021. The tone and delivery of this architectur-
al spectacle mimicked stand-up comedy, but the content is 
deadly serious. The dystopian installation, inspired by the 
‘ghost estate’ phenomenon, houses a film. A fast-talking nar-
rator illustrates the vagaries of investment and the treacheries 
of the global banking system since fiat currency was nor-
malised2. The result: escalating chronic debt and increasing 
abstraction – money has become data and economics precar-
ious. Fishbone advocates for the introduction of a Universal 
Basic Income as a catalyst for change in the dynamics of neo-
liberalism. All of the artworks reviewed here would seem to 
concur in their own way with this sentiment. 

Jennifer Redmond is an artist, writer and editor at 
mink.run and at the unbound.info, an online platform 
for moving image and hybrid writing collaborations.

Notes:
1The Shawlies were working Cork women (circa 1900) who typically 
wore black shawls, carried heavy loads on their heads, and were the prin-
cipal wage earners of their families.
2Fiat money is a government-issued currency that is not backed by a com-
modity, such as gold, and therefore does not have intrinsic value. 

ated a series of flags, sited in the Port of Cork, that heralded 
a new phase in the iterative nature of the labouring female 
body. 

Pádraig Spillane’s work, Define Silver Lining, was an instal-
lation in an empty shop unit, in a jaded corner of the city. 
We sat there in the maelstrom, beckoned by the QR code, 
and were linked into a soundscape. The exquisite abstract 
photographs on vinyl covered the shop window. Spillane’s 
work reflects a trend that desensitises consumers with prod-
ucts that appear to enrich their perspicacity. It engages with 
sensorial processes to create an aesthetic value that elides the 
dynamics of a market economy. How to define a ‘silver lining’ 
in an anxious and chaotic world?

To Hold Still, 2021, by Anne Ffrench evoked the fairy-
tale of Sleeping Beauty. The story was one of enclosure, of 
protection of suspended time – and thorns. This work was 
a metaphor for the Coronavirus pandemic; it articulated our 
insecurities about our future wellbeing. We are subordinated 
– viruses have gained ground – and the struggle rages on. 
Man against nature. These briars are fashioned to resemble 
female hair, flowing free in a doll’s house pavilion. Should we 
infer from this a more feminine approach to averting eco-
logical catastrophe? Swimming with natural flows instead of 
being adversarial? 

As Above So Below, 2021, by David Mathúna and Andrew 
McSweeney was an evening audio-visual installation, insert-
ed into the glass façade of Cork Opera house. The glass 
reflected our reality in city lights, while the work considered 
an iteration of humanity that operates in relation to cosmic 
and earthly flows, rather than one derived from human fic-
tion. The audio-visual work was based on iterative and gen-
erative algorithms, presenting an uncanny reimagining of 
a hyper-real ocean that seemed to both reflect and become 
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Liminal Narratives 
CAROLANN COURTNEY INTERVIEWS JOHN CONWAY ABOUT HIS 
DURATIONAL AND MULTI-DISCIPLINARY ART PRACTICE.

Carolann Courtney: I have known your work for seven years 
now and I would describe it as relational, socially-engaged, 
collaborative practice. Can you tell us how you work with 
communities?

John Conway: I find there’s a lot of expectation from com-
munities to ‘make art’ immediately. When I begin work, I 
like to move away from this. Dominic Thorpe mentored me 
on my first significant socially-engaged project. He framed 
engagement as participants being the experts in their field – 
based on their shared lived experiences which define them as 
community – and artists meet this with their own expertise in 
their practice or chosen discipline. This stuck with me.

So, my engagement centres the participant as the expert 
at the table. I try to do away with the pressure people often 
assume, when working with an artist – that there is a need to 
contrive an artwork from the outset. I do this over tea and 
biscuits. It is such an accessible way of being together; it lets 
you see groups as they would normally be. The conversations 
that flow from here give me insights into the everyday things 
that communities may have grown to overlook, or which they 
may think are unworthy of attention from an artist. I basically 
make space for communities to be themselves; to be as nor-
mal as possible. There’s a phrase I used in an artist talk which 
you reminded me of recently: “Panning for gold in a teacup”. 
The day-to-day things which arise over tea when people are 
feeling comfortable are often what distinguishes their com-
munity. My work is about listening and looking out for those 
remarkable normal moments and then figuring out how to 
reframe them.

CC: How do you make artwork from these “remarkable nor-
mal moments”?

JC: The journey we go on to produce artwork begins from 
a place of trust – not only to take artistic risks together, but 
also to hold challenging and often sensitive life stories with 
consideration and care. This trust develops from the sincere 
interest I take in the communities I work with. Many of my 
projects take place over years and involve multiple partner-
ships, stakeholders, and long-term investment. Outcomes are 
always informed by consideration of the context, the commu-
nity, and the audience. This is often a dialogue I have with the 
communities. My mantra is “what are we making, who are we 
making it for, and why are we making it?”

With this in mind, each emergent output is a unique 
endeavour in which myself and the target community find 
ourselves pushing into new territory. Having a fluid way to 
respond to communities always leads to new and exciting 
places. My most recent example of this is a documentary 
theatre work – The Ballad of a Care Centre, which I wrote, 
directed and produced – that weaves the oral histories of old-
er people from around Naas into a new narrative using live 
performance and virtual reality.

CC: You work with communities across different art forms 
as a solo artist, curator, commissioner and collaborator. On 
this recent theatre work, The Ballad of a Care Centre – Part 
of the Art Council’s Brightening Air | Coiscéim Coiligh, 
with funding from Kildare County Council Arts Service, 
and Creative Ireland – how did the partnerships with Elaine 
Hoey (VR), NÓHO (VR), Aisling Byrne (Dramaturgy), 
Dee Burke (Lead Performer) and Fionnuala Gygax (Second 
Performer) impact on your practice as a visual artist?

JC: Each project challenges me as an artist and helps me 
bring my practice somewhere new and often unexpected, so 
there’s always a lot of development and capacity building for 
me, which I can then carry forward. I learned a lot from the 
team I built for Ballad. Each member is outstanding in their 

respective field, and it was brilliant to have their experience 
and insight into the work, especially since it is such a complex 
and ambitious production, straddling numerous artforms. 
Dee’s considerable experience in site-specific and one-to-one 
theatre productions, and generally her gravitas as an actor, 
was invaluable. Aisling Byrne, Fionnuala Gygax, and Elaine 
Hoey are all premier practitioners in their artforms – what 
they brought to the work in their collective skills and experi-
ence was essential to the work’s success. I was also fortunate 
enough to bring in some younger promising artists for differ-
ent aspects of the work, like Aisling Phelan and Tess Treacy. 
If you want to do brilliant things, surround yourself with bril-
liant people. But try to aim for brilliance yourself too!

CC: Can you give us some insight into what’s next for you?

JC: Ballad’s first run was intended as a pilot for the work, so 
I’ll be working with Kildare County Council Arts Service 
and Riverbank Arts Centre to bring that to more audienc-
es. I’d like to return to theatre or some form of live perfor-
mance as an output for a new work. In addition, I’m currently 
resolving a challenging commission with parents of children 
who attend the LauraLynn Children’s Hospice. And come 
September, I’ll be continuing my work as artistic director of 
Kildare Young Filmmakers, which is an important pedagogi-
cal aspect of my socially-engaged practice.

At the same time, I’ll be curating ‘Other People’s Prac-
tices’ (OPP), a socially engaged artist residency and research 
project I set up in 2018 to support artists to work in the 
context of the Central Mental Hospital. OPP’s first pub-
lication launched online in August, alongside a short film 
and research showcase exhibition in the NCAD Gallery. In 
mid-September we are showing work as part of Fingal Arts 
Office’s ‘Resort Revelations’. Later in the year, we will be 
concluding long-term projects from Emma Finucane, Glenn 
Loughran, and Jonathan Cummins, and supporting Sarah 
Browne to begin work with funding from CREATE’s Artist 
in the Community R&D + Mentorship Award.

I was recently awarded the artsandhealth.ie artist bursary 
2021. I’ll be using that to slow things down and reflect on 
the way I work and the projects I take on, so I can sustain the 
quality of my work as a parenting artist on a 2.5 day working 
week. I’m a studio artist in Rua Red, which is an outstand-
ing facility, so I want to make ensure I am set up to reap 
the benefits of that over the next couple of years. I’ve also 
just been awarded the Arts Council’s Arts Participation Next 
Generation Award 2021. This puts me in a strong position to 
continue my work after a short period of reflection.

John Conway is an Irish visual artist whose work is 
characterised by the production and coproduction 
of art projects which often respond to sensitive and 
challenging themes, resulting in diverse and sophis-
ticated solo and collaborative outputs. He is support-
ed by the Arts Council of Ireland and Kildare County 
Council Arts Service.
johnconway.ie
@john_conway_

Carolann Courtney is the arts, health and wellbeing 
specialist with Kildare County Council’s Arts Service.
kildare.ie/artsservice

John Conway, ‘Object Im/permanence’, installation view, May 2021; image courtesy the 
artist and Pallas Projects/Studios. 

John Conway, ‘Object Im/permanence’, installation view, May 2021; image courtesy the 
artist and Pallas Projects/Studios. 
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Night Shift
INGRID LYONS CONSIDERS TWO RECENT INSTALLATIONS BY LILIANE PUTHOD.

IN JULY OF 2019, Liliane Puthod presented her solo exhi-
bition, ‘How Long After Best Before’ at Pallas Projects/Stu-
dios. It was an immersive installation which transformed the 
space with low lighting and throbbing music; it had the feel 
of a nightclub before the guests arrive. There was a sense of 
anticipation and a stage set for revelry with areas cordoned 
off for exclusivity and niche interest, resembling a VIP area 
merging into the industrial kitchen of the next-door restau-
rant, or a loading bay backing into a neon lit alley. The smell 
of lemons emanated from citronella impregnated PVC strip 
curtains, while dim orange lighting smoothed out the detail 
in patterns on the walls and on objects in the space. Ambig-
uous signs and symbols conjured drama and mystique. At the 
time, it felt like the celebration of an obscure subculture or 
scene. 

In many ways the work has changed in its meaning 
because of major global events that have come to pass over 
the last two years. The experience of considering Puthod’s 
work anew in light of the pandemic brings to mind Amer-
ican artist, Paul Thek, whose work often had an element of 
ritual. For The Tomb (1967), Thek cast himself in beeswax to 
create an effigy which was attired in a pink suit and laid to 
rest among various objects including pink goblets, bowls and 
personal letters. The piece was later given the unauthorised 
title, Death of a Hippie from 1968 onwards, as it came to epit-
omise the end of the counterculture years of the 1960s. The 
revolution, which began as a series of collective and commu-
nal awakenings was a decade during which many changes 
took place – the civil rights movement, for example, as well 
as the sexual revolution, women’s liberation and the Vietnam 
War. These factors contributed towards an increasingly liberal 
atmosphere of freedom and change. It is well documented 
that the significance of this artwork in representing the end 
of the countercultural revolution frustrated Thek, and in a 
letter to a friend in 1981, he likened it to “having to bury 
yourself over and over”. The piece was lost in a warehouse in 
1982 after it arrived back to America from Germany, though 
it may have been purposely abandoned there by Thek until it 
was removed or dumped. 

Much like Thek’s The Tomb, Puthod’s works could be 
regarded as forming a cultural mausoleum, containing relics 
of a lost time. There is a level of prescience and timeliness 
that has granted them a fresh context. In its references to 
mythological belief systems, her work suggests a collective 
sentimentality for a lost golden age or maybe hints at our 
fears of a not-too-distant future. In May, the artist staged an 
open studio/installation at Temple Bar Gallery + Studios. The 
piece, titled Welcome to Tomorrow (2021), invited visitors, one 
at a time up in a cherry picker that rose 14 metres from the 
cobblestone street to peer into her studio. Her invitation to 
the installation beckoned visitors:

Come along with me
You don’t have to worry
Good news is on the way
I’m talking about the way things started out
Gonna end the same1

The view from the cherry picker allowed a glimpse of the 
space in which the artist had been working at TBG+S, where 
the presented installation connected with her previous work. 
Within this piece however, there was a sense of stasis and 
abandonment, as though the space had been left with the 
expectation of returning soon. Drawings, merch and personal 
affects lay strewn around on the floor and on industrial shelv-
ing units alongside commercial signage and objects shrouded 
in bubble wrap; surfaces featured ambiguous looking sym-
bols, drawn into the dust. With its cultural artefacts, Welcome 
to Tomorrow evoked interment spaces or burial chambers and 
presented a memento mori of our dead night life.

Puthod is currently an artist-in-residence at the Irish 
Museum of Modern Art as part of ‘A Radical Plot’2. For 
this project she will continue her research into “the elusive 
concept of time inherent to objects and places in relation to 
workplaces and individuals”. She will be presenting a new 
project, titled ‘NIGHT SHIFT’, which seeks to explore 
themes and rituals of the night, taking the shape of a series of 
events and interventions on the grounds of IMMA. 

This residency allows her to continue investigating the 
nature and use of workspaces, as public places continue to 
open up again after the pandemic. There is a sense that Puth-
od’s works are set just before or shortly after major upheav-
als and in this regard, her upcoming residency might give 
resolve to the cultural cliff-hangers laid out in these times of 
immense change. 

Ingrid Lyons is a freelance writer and curator cur-
rently living and working between London and Done-
gal.

Notes:
1Lyrics from The First the Last Eternity, a 1995 song by German Euro-
dance group, Snap! 
2‘A Radical Plot’ residency artists include: Aoife Dunne, Isadora Epstein, 
Clodagh Emoe, Sean Hanrahan, Chinedum Muotto, Liliane Puthod and 
Fiona Whelan with theatre company Brokentalkers (Feidlim Cannon and 
Gary Keegan).

Top & Bottom: Liliane Puthod, installation view, ‘How Long After Best Before’, July 2019; photographs by Lee Welch, courtesy the artist and Pallas 
Project/Studios.
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Tend and Befriend

A series of portraits and landscapes influenced by
the painting of the Renaissance and Medieval eras.
Part of the First Solo Programme at Droichead.

The First Solo Programme offers support and funding at a key point in
the careers of professional visual artists in the North East region who
have yet to present a solo show.

2 Oct – 20 Nov 2021

Olga Duka

Open Tues to Sat 11am – 4pm.
www.droichead.com

11 SEPT - 27 NOV 2021

Jackie McKenna
Bassam Al-Sabah
Atoosa Pour Hosseini
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Information and online
application details:
https://crawford.cit.ie/
courses/art-and-process/
ccad.enquiriescork@mtu.ie  
00 353 021 4335200 

MTU Crawford College 
of Art & Design
Cork
Ireland 

MA:AP offers innovative approaches to learning, individual studio 
spaces, access to college workshops and facilities, professional 
experience through collaborative projects, peer-to-peer exchange 
and a bespoke visitor lecture series.
Now taking applications for start  January 2022

MA : ART & PROCESS is an intensive and stimulating taught 
Masters in Fine Art that is delivered over three semesters 
through the calendar year from end of January to December. 
Each semester focuses on a different function of the course: 
CRITIQUE • RESEARCH • PRESENTATION



Lifelong
Learning
Autumn 2021

Lifelong Learning Partners

Introducing… Cork County
Date/Time: Wednesday 8 September, 3pm 
Places: 70
Cost: Free (VAI members); 
€5 (Non-members) 

Introducing… South Dublin
Date/Time: Tuesday 14 September, 3pm 
Places: 70
Cost:  Free (VAI members); 
€5 (Non-members) 

Introducing… Belfast
Date/Time: Thursday 16 September, 3pm 
Places: 70
Cost: Free (VAI members); 
€5 (Non-members) 

Introducing… Bushy Park (Sculpture 
Dublin)
Date/Time: Tuesday 21 September, 3pm
Places: 70
Cost: FREE

VAI Helpdesk (with Shelly McDonnell)
Date/Time:  Friday 10 September, 10am – 
2pm
Places: 6
Cost: FREE

How to fi ll out your tax return via ROS 
(for artists and freelancers)  
Date/Time: Wednesday 15 September, 
3:30pm – 5pm
Places: 6
Cost: Free for Sligo-based members

VAI Helpdesk (with Shelly McDonnell) 
Date/Time: Friday 24 September, 
2pm – 5pm
Places: 6
Cost: FREE

How to shape your artist career path
Date/Time: Thursday 30 September, 
1pm – 5pm
Places: 70
Cost: Free for Off aly-based members

Helpdesks / Clinics

VAI Get Together – Save The Date!

WE ARE CONTINUING to run our Lifelong Learning programme online using Zoom 
(zoom.us).

VAI members can att end at reduced rates and can also watch previous 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 – please visit 
visualartists.ie and sign-up to our mailing list. 

Visual Artist Cafés

VAI’s Get Together 2021 will take place 
online from 5 to 9 October. 

This year’s national event for visual artists 
will see a packed programme of panel 
discussions, artist talks, clinics, and Speed 
Curating, with a range of invited speakers.  
Registration will open in mid-September.

Webinars / Talks 
How to fi ll out your tax return via ROS 
(for artists and freelancers) 
Date/Time: Wednesday 15 September, 2pm 
– 3:30pm
Places: 70
Cost: €5 (VAI members); 
€10 (Non-members); 
Free for Sligo-based members

Artist talk with Joy Gerrard 
Date/Time: Thursday 23 September, 3pm
Places: 70
Cost: €5 (VAI members); 
€10 (Non-members) 

Curator talk with Kim McAleese  
Date/Time: Tuesday 28 September, 3pm
Places: 70
Cost: €5 (VAI members); 
€10 (Non-members) 

Sustaining your practice – working 
collectively (in collaboration with Age & 
Opportunity and the RHA)
Date/Time: Wednesday 29 September, 3pm
Places: 70
Cost: €5 (VAI members); 
€10 (Non-members) 

How to shape your artist career path 
Date/Time: Thursday 30 September, 11am – 
12:30pm 
Places: 70
Cost: €5 (VAI members); 
€10 (Non-members); 
Free for Co. Off aly-based members

Artist talk with.. Neil Carroll  
Date/Time: Tuesday 19 October, 3pm
Places: 70
Cost: €5 (VAI members); 
€10 (Non-members) 

   

Jack Butler

   

150  Year  Celebration
   

              YEATS
WWW.IRISHARTSREVIEW.COM

€ 1 0  ( S T G £ 9 )AUTUMN (SEPTEMBER - NOVEMBER 2021)

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

SAVE 10% OFF SUBSCRIPTION RATES 
TO THE IRISH ARTS REVIEW!
ONE-YEAR SUBSCRIPTION FOR VAI MEMBERS NOW €40! 
BOOK A SUBSCRIPTION TODAY!
Email: subscriptions@irishartsreview.com
Tel: +353 1 676 6711 
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