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Luan Gallery, Elliott Road, Athlone
Tues – Sat 11 – 5pm Sun 12 – 5pm 
090 6442154  @luangalleryathlone

Luan Gallery ART FAIR

A group show featuring the work of  Midlands artists selected from an 
open call, supported by Creative Ireland and Westmeath County Council.

from 5th December 2021 to 30th January 2022

3 Solo Exhibitions until 18 November 2021

Evocation
Anne Harkin-Petersen

Susan Buttner

Flex-ions
Serena Caulfield

Orphaned From Orphaned From 
BelongingBelonging



An exhibition of photography
6 November - 18 December 2021
Monday to Saturday 
10.00am - 4.30pm

Uillinn:  West Cork Arts Centre
Skibbereen, Co. Cork
+353 28 22090
www.westcorkartscentre.com

Tommy Weir

Cillín

Tommy Weir,  Cillín, Maunvough Cork, 2020,  Pigment print on Hahnemuehle Rag, 110 x 81.5 cm
Image courtesy of the artist.

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.

THE SOURCE ARTS CENTRE

THURLES

Testing/testing

Joy Gerrard | Assemblages and drawings

IMAGE; PROTEST CROWD, (BLACK L IVES MATTER , BELFAST , 6TH JUNE 2020) INK ON PAPER MOUNTED ON ALUMINUM.

WHITE BOX FRAME, 40CM X 58 CM. (2021 ) PHOTOGRAPHY; S IMON MILLS

SATURDAY 27 NOVEMBER TO SATURDAY 22

JANUARY 2022

GALLERY OPEN ING HOURS

10AM TO 5PM

TUESDAY TO FR IDAY

2PM TO 5PM

SATURDAY
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6 Exhibition Roundup

Dublin

Draíocht
‘Out of the Studio’ (2 September – 29 October)
is a new series of artist-led exhibitions at 
Draíocht Gallery, programmed in response to 
artist’s expressed need to exhibit work made 
during lockdown. For ‘Out of the Studio’, Mar-
tin De Porres Wright, a Fingal artist, presented 
‘I can feel the tug’, a series of works in painting 
and sculpture which continues his investigation 
into boglands. The work presented was initiated 
by Wright during an INCUBATE Artist Studio 
Residency at Draíocht in 2019 and continued 
through the pandemic.

draiocht.ie

RHA Gallery
The 191st RHA Annual Exhibition showcased 
391 artists working in paint, sculpture, drawing, 
print, photography and architecture. Visitors 
could view works by Academy Members, invited 
artists and works by artists who were successful 
in the very competitive open-submission pro-
cess. This year, 3900 works of art were submit-
ted, from which 323 works were accepted and 
exhibited, following two rounds of selection. 
This exhibition has also proven to be a great 
opportunity for both first-time and experienced 
art buyers alike. The exhibition was on display 
from 27 September to 30 October.

rhagallery.ie

Kevin Kavanagh Gallery
The starting point of Ulrich Vogl’s work is his 
fascination with everyday objects and places, 
their stories and moods. He either integrates 
them unchanged, reshapes them, or leaves them 
only as references. These objects are always part 
of a playful, experimental and conceptual pro-
cess, at the end of which the work is reduced to 
its essentials. ‘Two Stars Missing’ combines new 
large-scale sculptural and photographic works. 
It is the first time that the artist has worked with 
photography at such a scale. The exhibition was 
on display from 16 September to 9 October.

kevinkavanagh.ie

National Botanic Gardens
‘Sculpture in Context 2021’ brought together 
the work of over 140 artists, using an incredible 
range of media, representing the richly diverse 
character of Irish and international contempo-
rary sculpture today. From the smallest most 
intricate ceramic works, to stone sculptures of 
a monumental scale, visitors to the exhibition 
were enriched by the experience of viewing such 
inspiring works in one location. Exhibiting art-
ists included Sara Cunningham-Bell, Remco de 
Fouw, Maree Hensey, Penelope Lacey and Mar-
tin O’Keefe. The exhibition was on display from 
2 September to 15 October.

botanicgardens.ie

Kerlin Gallery
Kerlin Gallery presented ‘Window’, an exhi-
bition of recent paintings by Merlin James. 
‘Window’ comprises of works predominant-
ly completed over the last three years, made at 
James’s studio near the river Clyde in Glasgow. 
In these paintings James refers to the view of 
the river, but also to the surrounding buildings 
and the more interior life of their occupants. 
While some of the works seem to approach total 
abstraction, others are very specific in their rep-
resentation. The exhibition was on display from 
4 September to 9 October.

kerlingallery.com

Belfast Print Workshop Gallery
Dr Josephine McCormick and Lisa Murray’s 
work ‘Nature in Mind’ ran from 27 September 
to 8 October. McCormick explores the scientific 
reading of nature through sound spectrograms 
and algorithms. McCormick reflects on how 
nature has been represented as ‘virtual’ quanti-
tative data, in contrast to the real-life beauty of 
nature. Murray’s still life images represent psy-
chological spaces in which natural objects take 
on a symbolic meaning. Both artists share an 
interest in the experience of nature towards an 
understanding of the human psyche. 

bpw.org.uk

ArtisAnn Gallery
‘Looking Back. Thinking Black.’ (6 – 30 Octo-
ber) was an exhibition of new paintings by Cia-
rán Harper, looking at historical and influential 
figures across the Black Atlantic. It was inspired 
by diaspora and how this can be translated in art. 
Harper has received a number of notable com-
missions, including a commemorative work for 
the African and Caribbean Support Organisa-
tion Northern Ireland (ACSONI). Harper is a 
Fine Art graduate of Ulster University of Belfast. 
His work is included in the ACNI’s permanent 
collection. 

artisann.org

Cultúrlann Mc Adam Ó Fiaich
Artists at the Mill is an ever-evolving group 
of creatives from Conway Mill, a multi-use 
business and community development on the 
Falls Road in Belfast. The group presented the 
exhibition ‘I gCroílár mo Chroí /In My Heart’s 
Core’ at the gallery from 5 August to 30 Sep-
tember. The title, not being a direct quote but 
inspired by the last line of W.B. Yeats’s The Lake 
Isle of Innisfree, is a version that the artists have 
chosen to celebrate what keeps us grounded 
through challenging times. 

culturlann.ie

QSS Gallery
‘Bruxism’ is a term for grinding teeth in one’s 
sleep, something the artist, Amy Higgins, has 
endured for a long time. Accordingly, Higgins’s 
recent solo exhibition at QSS has been created 
through the dark lens of lived experience with 
bruxism, viewed alongside its unwelcome bed-
fellow, night terrors. This phenomenon can leave 
the sufferer unexpectedly “bolt upright” with 
their eyes wide open and a look of fear and pan-
ic on their faces. They will often yell, scream, or 
attempt to speak, though such speech is often 
incomprehensible. This exhibition ran from 7 to 
28 October.

queenstreetstudios.net

Flax Project Space
‘Five for Five’ is a series of new digital moving 
image works, commissioned by Digital Arts Stu-
dios (DAS). As part of DAS’s plan to emerge 
from the pandemic, they wanted to commission 
work by local artists to be exhibited online. Five 
artists – Leo Boyd, Nathan Crothers, Dorothy 
Hunter, Fiona Ní Mhaoilir and Silvia Mandic – 
were each asked to produce a five-minute work in 
response to their experiences of living and work-
ing during a global pandemic. These works were 
also installed and exhibited at Flax Art Studios 
from 14 to 30 October.

dasfiveforfive.com

Olga Duka, Metamorphosis, 2021; image courtesy the 
artist and Droichead Arts Centre.

Merlin James, Houses, Trees, 2020, mixed materials; image courtesy of the artist and the Kerlin Gallery.

Paul Kane Gallery 
‘Double Exposure’ ran at the Paul Kane Gallery 
in the Irish Architectural Archive from 7 to 16 
October. The two-person exhibition featured 
a selection of photographs by artists Michael 
Corrigan and Paula T Nolan. These photo-
graphic works came from their project, titled 
‘100 SKIES’, inspired by Ciara Kelly’s ‘100 Days 
of Walking’ initiative on Newstalk radio, which 
has been running for four years but became par-
ticularly popular during lockdown. Taken with 
the same lens in early 2021, the collected pho-
tographs include striking landscape scenes with 
strong graphic appeal.

iarc.ie

Golden Thread Gallery
The group exhibition, ‘Portrait of Northern 
Ireland: Neither an Elegy nor a Manifesto’, 
opened to the public at the Golden Thread Gal-
lery in mid-October, where it continues until 4 
November. This exhibition features over 100 art-
ists who have explored perspectives of Northern 
Ireland’s people and landscapes from the 1920s 
until the present day. In addition to established 
artists and Turner Prize nominees in the main 
galleries, the exhibition also shines a light on the 
work of up-and-coming artists who have recent-
ly graduated from Belfast School of Art, in the 
Project Space. 

goldenthreadgallery.co.uk

Belfast

Brian Fay, MJ Four Elements, 2021; photograph by Lee 
Welch, courtesy the artist and dlr Lexicon.



Visual Artists’ News Sheet | November – December 2021

7Exhibition Roundup

Regional & International

Castlefreke
‘WE CAN DANCE’ (24 September – 10 
October) was a self-organised group exhibi-
tion which brought together the paintings of 
six contemporary artists. Set in a purpose-built 
studio amongst trees and expansive fi elds in 
West Cork, the exhibition off ered an acknowl-
edgment of the variety and wealth of painting 
being produced by these artists, as well as the 
tangible and inviting experience of a studio 
exhibition space. Resting against raw materials 
and contained by wooden beams, the exhibition 
install was unfi xed, fl uid and subject to change. 

@wecandance_exib

Courthouse Gallery and Studios
Th e Courthouse Gallery presented ‘Ode to the 
Soft Centre’ (2 September – 2 October), a solo 
exhibition by Irish artist Alan Magee, whose 
recent work addresses the turbulent relation-
ship between labour, technology, and the body. 
Incorporating video, sculpture, and drawing, the 
works overlap to form multi-layered and satis-
fying linkages between them, whilst the pro-
cesses used in their creation span an even more 
diverse array. Utilising Virtual Reality, ceram-
ics, robotics, digital sculpture, 3D printing and 
drawing, Magee questions modern capitalism’s 
eff ect on the human condition.

thecourthousegallery.com

GOMA Gallery of Modern Art 
GOMA in partnership with the Imagine Arts 
Festival is currently hosting an exhibition by 
the artist John Shinnors, titled ‘12 New Paint-
ings’. Shinnors was born in Limerick in 1950 
and studied at the Limerick School of Arts and 
Design. His work is represented in many pub-
lic and private collections, and he has received 
a number of awards. He is a member of Aosdá-
na, a fellow of the Limerick Institute of Tech-
nology, and is involved in the promotion of the 
arts through the Shinnors Drawing Award. Th e 
exhibition continues until 21 November.

gomawaterford.ie

Source Arts Centre
For his solo exhibition, ‘Into Th e Mountain’, 
Eamon Colman cites Nan Shepherd’s 1977 
book, Th e Living Mountain, which deals with 
the tradition of mountain climbing – histori-
cally a male pursuit in which men were more 
concerned with reaching the summit than the 
climb itself. Coleman took Shepherd’s advice 
and walked “into the mountain”, never intend-
ing to reach the summit. Working on paper, 
which is torn and scuff ed, Coleman allows its 
‘tough frailty’ to stand as a metaphor for this 
landscape. Th is exhibition ran from 18 Septem-
ber to 16 October.

thesourceartscentre.ie

South Tipperary Arts Centre
Th e 2021 residency project, ‘Shul’ – a Tibetan 
word for ‘track’, meaning “a mark that remains 
after that which made it has passed by” – saw 
artists Martina O’Brien and Christine Mackey 
respond specifi cally to sites in County Tipper-
ary where humans have left their mark on or in 
the landscape. O’Brien’s new work explores the 
geological legacy of the county, considering the 
site-specifi c chronologies of deep-time, while 
Mackey journeys in the footsteps of ecologists, 
retracing hand-drawn routes and historic site 
descriptions mapped in Tipperary. Th is exhibi-
tion ran from 3 September to 16 October.

southtippartscentre.ie

Droichead
Droichead Arts Centre announced Olga Duka’s 
‘Tend and Befriend’ as the 2021 recipient of the 
‘First Solo Award’, which off ers support and 
funding at a key point in the careers of profes-
sional visual artists in the Northeast region, who 
have yet to present a solo show. Duka’s new body 
of work places women at the centre of changing 
seasons and landscapes. Th e work acknowledges 
the supportive value of female friendship when 
adapting to unfamiliar circumstances, environ-
ments, mentalities and codes of conduct, both 
real and imagined. Th is exhibition ran from 2 
October to 20 November.

droichead.com

Galleria Weber and Weber
Th e visual and performative artist, Trudi van der 
Elsen, recently presented ‘Fragmented Percep-
tion’ at Galleria Weber and Weber, Turin, Italy, 
from 14 September to 30 October. Th e exhibi-
tion off ered two worldviews: one local and one 
global. Van der Elsen explores both the visual 
and digital world, matching her real and virtual 
experiences in her abstract paintings, through 
the use of multiple layers of colours and marks, 
laid progressively onto the canvas to capture the 
myriad movements of the virtual world on the 
surface of her paintings. 

valeriaceregini.com

Centre Culturel Irlandais
‘Mise en scène’ (18 September – 31 October), a 
joint exhibition of paintings, drawings and sculp-
tural works by Swedish artist Cecilia Danell, who 
is based in Ireland, and Denmark-based Irish 
artist Eamon O’Kane. Both explore encounters 
with landscape. Th eir approaches upend roman-
tic notions of nature as untended wilderness by 
drawing attention to human activity, be it in 
the shape of decaying remnants, architectural 
constructions or treasured trees. Places become 
imbued with artifi ce in a dialectic relationship 
with the environment which these works repre-
sent in all their theatricality.

centreculturelirlandais.com

Pálás Cinema
‘Signals & Circuits’ is a touring programme 
curated by aemi of contemporary moving image 
works by Irish and international artists. Taking 
the ‘circuit’, with all of its possible meanings, as a 
conceptual framework, the programme purpose-
fully complicates interconnected ideas relating 
to communication, travel and technology, high-
lighting fi lms in which intimate or ordinarily 
private thoughts are vocalised and acts of speak-
ing or mis/over-hearing, particularly in record-
ed form, take on signifi cances other than those 
originally intended. Th is screening event took 
place on 20 October.

aemi.ie

Custom House Studios + Gallery
Custom House Studios + Gallery exhibited ‘Of 
the Body’ by Vera Ryklova from 26 August to 
19 September. Th is exhibition was described as a 
temporary piece of work, since it introduced two 
of Ryklova’s ongoing projects: ‘Optimal Dis-
tance’, a photographic exploration of a sense of 
belonging; and ‘the only real thing to do’, a proj-
ect questioning the role of faith and representing 
human struggles. Th e artist experimented with 
this new material and presented it in a way that 
referred to a state of incompletion, process, or 
the search for resolution. 

customhousestudios.ie

Clonakilty Community Arts Centre
Natasha Pike’s solo exhibition, ‘Tropisms’ (3 – 
24 September), borrowed its title from modern-
ist writer Nathalie Sarraute’s 1939 novel. Formal 
paintings were hung together with more exper-
imental forms; chipboard and canvas, silicone, 
trolley wheels, concrete and steel bar combined 
to become hybridised painting objects, unsure of 
their identity or narrative capacity, but characters 
acting as props for containment or poised ready 
for animation. Th e painting, the object and the 
hybrid folded into one another again and again, 
making a feedback loop between what is abstract 
[or of spirit] and what is physical [or of matter]. 

clonarts.com

Commonage
Kate Fahey’s solo exhibition, ‘blubbing’, explores 
the fl uidity and ‘underneathness’ of both mem-
branes and sensations. Th e architecture mimics 
corporeality, becoming permeable: leaking, seep-
ing, oozing, dripping, weeping… experiments in 
viscous physicality. Fahey is an artist working 
with print, sculpture, moving image and instal-
lation. She received an MA in Fine Art Print at 
the Royal College of Art, London in 2015 and 
in 2020 she completed a practice-based PhD at 
the University of the Arts London, supported 
by the Arts and Humanities Research Council. 
Fahey’s exhibition continues until 13 November.

commonageprojects.com

Amy Higgins, The Castrated Woman, 2021, oil on canvas; image courtesy the artist and QSS. Vera Ryklova, the only real thing to do #1, HD video, still 9, 2021; courtesy of the artist and Custom House Studios + 
Gallery.
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The Linenhall Arts Centre has announced 
visual artist Maria McKinney as the recip-
ient of this year’s Bolay Residency. McKin-
ney, an artist from Donegal who creates 
work through a range of media including 
sculpture, installation, photography and 
video was awarded the ‘On Sight’ 2020 art 
commission at the National Museum of 
Ireland - Country Life, Turlough Park. Her 
project, ‘Straw Sister’ is a sculptural work 
exploring the tradition of the Strawboys 
in Ireland and the agricultural process of 
artifi cial insemination (AI) in catt le breed-
ing and was developed during her time in 
Mayo last year.

McKinney’s practice involves respond-
ing to context and her recent work has a 
focus on agriculture and catt le breeding 
in particular. Her research delves into the 
ongoing and deepening understanding of 
genetics, how this is being applied, and the 

wider societal implications. She has a myr-
iad of activities to undertake during the 
residency including work with Irish Moiled 
farmers in Mayo; engagement with the 
Drumlin landscape; conversations with 
geological and heritage researchers in 
GMIT and Heritage Mayo; developing new 
approaches and responses to research 
gathered; and creative (possibly wearable) 
objects to be taken to and documented in 
the landscape. McKinney will also facilitate 
a Creative Schools project with Foxford 
National School during her time in Mayo 
later this year. 

The Bolay Residency is focused on art-
ists who feel disconnected from their work 
and McKinney will use the time on the resi-
dency to re-energise her practice after the 
challenging period of Covid, and the loss of 
momentum experienced by losing a num-
ber of exhibition opportunities. 

The residency encompasses a pur-
pose-built studio in the Linenhall, accom-
modation at Lough Lannagh Village, tai-
lored mentorship, a purpose-built digital 
suite, an artist fee of €8,000, a materials 
budget of €2,000 and an exhibition oppor-
tunity at the Linenhall in 2022. 

McKinney was selected from among 
103 applicants by a panel consisting of 
artist and Linenhall Board Trustee, Bryan 
Gerard Duff y; Acting Arts Offi  cer of Mayo 
County Council, Ann Marie McGing; mul-
tidisciplinary artist and curator, Edy Fung; 
curator and director of CCA Derry-Lon-
donderry, Catherine Hemelryk; and Linen-
hall Director, Bernadett e Greenan. Due to 
the substantial nature of the residency, 
the application process was managed by 
Shelly McDonnell of Visual Artists Ireland. 

Bolay Residency Artist 2021

€25m for Pilot UBI for Artists in 2022
Th e maintenance of the Arts Council funding at 
€130m, and €25m for a basic income scheme for 
artists are among the key points for the arts and 
culture sector announced in this year’s Budget.

Highlights in Culture and Arts include:
• €25m to pilot a new Basic Income 

Guarantee scheme for artists and arts 
workers. Signifi cant sectoral stakeholder 
engagement will take place in the com-
ing weeks to inform the pilot scheme, 
and ensure that it meets the needs of 
the sector. Once that engagement is 
complete, details will be fi nalised and 
announced, with a likely pilot launch in 
early 2022.

• Maintaining the Arts Council alloca-
tion at the record-level €130m. Th is 
allocation will allow the Arts Council to 
continue to protect jobs and livelihoods 
of artists, and assist arts organisations 
through fi nancial diffi  culties. With such 
assistance and the support of the pub-
lic, the core infrastructure of the arts 
in Ireland has survived. And with this 
ongoing strong public funding in 2022, 
the Arts Council is empowered to play a 
strong role in supporting artists and arts 
organisations to fl ourish in the years 
ahead.

• €25m for further supports in 2022 for 
live entertainment as this important 

sector emerges from the devastating 
impacts of the pandemic. Supports will 
be put in place to assist the live enter-
tainment industry to recover fully and 
return to full-scale performances. Th is 
follows from a number of schemes in 
2021 to support the industry including 
the LPSS (Live Performance Support 
Scheme), MEBAS (Music and Enter-
tainment Business Assistance Scheme) 
and ESCSS (Events Sector Covid Sup-
port Scheme).

• €6.65m increase in funding for Screen 
Ireland from its initial 2021 allocation 
to over €36.7m. Th e audiovisual indus-
try has been one of the success stories of 
the past 18 months, with internationally 
successful productions such as animat-
ed feature fi lm ‘Wolfwalkers’ and TV 
Drama ‘Normal People’. Training and 
skills development will continue to be 
a strong focus in the sector. Th is addi-
tional Budget funding will ensure the 
continued success and growth of this 
internationally renowned industry into 
the future.

• Increased capital allocation of €5.9m 
will allow Screen Ireland to bolster sup-
port for indigenous production. Key ini-
tiatives will include the encouragement 
of more regional production in the Irish 
language, the continuation of the Acad-

THE LATEST FROM THE 
ARTS SECTOR

Maria McKinney, Straw Sister, 2020, wearable sculptural work; image courtesy of the artist, Linenhall Art Centre 
and the National Museum of Ireland - Country Life.

Visual Arts Coordinator, Waterford

Waterford City & County Council is looking for a Visual Arts Coordinator on a three 
year temporary contract. The position is at the G5 scale. The successful applicant 
will be based in Waterford and work from the Waterford Gallery of Art (WGOA). This 
position is jointly funded with The Arts Council under the Specialist Staff Scheme.

Amongst the duties will be responsibility for the delivery of a Visual Arts Plan for 
Waterford, the running of the Waterford Gallery of Art, delivery of community 
and outreach programmes, the Curation of exhibitions from the Waterford 
Collection for the WGOA and the Old Market House Arts Centre, care, maintenance 
and conservation of the Waterford Collection, advice for the setting-up of Art 
Collectives and the official opening of the Waterford Gallery of Art, developing and 
commissioning websites for the WGOA and the Waterford Collection and assisting 
in the development of the Waterford Arts Strategy 2022 – 2028.

Go to waterfordarts.com to apply

Application deadline November 4th, 4pm.

emies, a new funding stream to support 
documentary series and a further round 
of slate funding for Irish companies. 
Remaining current funding will be used 
to support the resumption of market 
activity, and enhancing the profi le of 
Ireland as a fi lming destination.

• A new tax credit for the digital gaming 
sector (to be published as part of the 
Finance Bill). One of recommendations 

in the Audiovisual Action Plan, this 
measure will help support the devel-
opment of the digital gaming sector. 
Synergies with our fi lm and animation 
sectors can support quality employment.

• €5m in additional funding for the 
National Cultural Institutions to pro-
vide high quality services to the public, 
and will deliver progress in the ongoing 
programme of investment.

In Trust. In Gratitude. In Hope.
An exhibition celebrating 10 Years of artist’s residencies and exhibition making at The Laois Arthouse, curated by Monica Flynn.

THE LAOIS ARTHOUSE and Laois County Council present

Over 50 artists in response to 
The Window Seat, a poem by Pat Boran. 

Artists: Alice Maher, Bernadett e Madden, Cathy 
Callan, James Hayes, John Keating, Mary Burke, 
Martin Gale, Nick Miller, Rita Duff y, Patricia Hurl, 
Steve Shaheen, Therry Rudin, Una Sealy and more.

Preview: 14:00 Saturday 4 December, 2021
Runs: Mon. 6 December 2021 - Sat. 26 February 2022.

arthouse.ie

Image credit: Nick Miller, A blank canvas to the blaze (PH painting, study) 2021, oil pastel on paper mounted on linen.
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The Painter’s Friend

CORNELIUS BROWNE CONSIDERS THE MARGINAL POSITION OF 
WORKING-CLASS ARTISTS.

OUTSIDE OF WINTER, I rarely seek shelter 
during painting sessions, elemental forces being 
an integral part of the plein air experience. The 
sky may open above me, a sea monster might 
begin howling halfway through a painting, mis-
chievous imps may delight in uprooting easel 
and splashing turpentine; still I paint on. How-
ever, having been hospitalised with pneumonia 
some years ago, as the days shorten and grow 
colder, I now find myself painting near the car. 
Anticipating prolonged deluges, I sometimes 
have an old friend on the passenger seat. One 
was an inmate of Northampton General Luna-
tic Asylum. Another was killed by the blast of a 
shell during the first hour of the Battle of Arras. 
All are dead. Yet a few moments lost in Edward 
Thomas’s November Sky, or any of John Clare’s 
wintry poems, keeps me alive creatively as I 
watch the rain fall.

Although I’ve been quaffing novels since the 
age of seven, the droplet of a poem is my chosen 
sheltering companion over the stream of fiction. 
So, it’s the mark of a novel’s pull if I get paint 
on its pages. My copy of Howard Cunnell’s The 
Painter’s Friend doesn’t look freshly published. 
The story of a working-class artist in his late 
fifties, on the brink of his first success (which 
evaporates dramatically); Cunnell’s prose repli-
cates the brushwork of his painter protagonist, 
whose retreat we follow to a small island, where 
he finds himself fighting alongside other outsid-
ers to retain this last foothold on the margins 
of society. The art, no longer destined for gallery 
walls, becomes an element of protest, displayed 
in the open air. At a time when fewer and fewer 
working-class people are securing a footing in 
the arts, The Painter’s Friend is a clarion call. 

In Shuggie Bain – Douglas Stuart’s autobi-
ographical novel about growing up impover-
ished in 1980s Glasgow – Shuggie’s elder broth-
er, Leek, a gifted artist, carries around with him 
a two-year-old letter of acceptance to Glasgow 
School of Art, an escape route that will remain 
forever beyond his grasp. Against the odds, I did 
manage to get to art college, the first in my fam-
ily to reach third level education. This involved, 
at the last moment, the selling of a cow.

In his classic work, Stigma, Erving Goffman 
argues that identity is formed when people assert 

Plein Air

Cornelius Browne reading The Painter’s Friend, photograph by Paula Corcoran, courtesy the artist. 

pride in the thing that made them marginal, 
enabling them to achieve personal authenticity 
and political credibility. I carried a deep shame 
through the gateway of the National College of 
Art & Design. During my years there, I strained 
to appear somewhat middle class, expressed 
usually as silence. My stigma, my cheap facades, 
bred larvae, which ate through my student paint-
ings, reducing them to dust. Outdoor painting 
has enabled me to become my authentic self. 
Necessity brought me here; I’ve simply never 
had an indoor space in which to work. The scope 
for self-actualisation, however, stretches further 
than I imagined possible. Growing up in sub-
standard, structurally unsound accommodation 
meant that the boundary between indoors and 
outdoors was porous. The roofs over my head 
have always been precarious. Living hand-to-
mouth makes vulnerability inescapable. Plein air 
mirrors these conditions, placing me in a zone 
where I cannot evade who I am. 

On the eve of our final year at NCAD, my 
girlfriend and classmate, Paula, and I were 
abruptly evicted from our bedsit. Funds low, we 
found ourselves homeless. Under these circum-
stances, I couldn’t hold on to my supermarket 
job. Youthful versions of Cunnell’s character, we 
retreated to Donegal, forsaking college. Home 
became an isolated, semi-converted, rat-infested 
outhouse, which had been derelict for some time. 
A panoply of outsiders enlivened our peripheral 
vision: neo-hippies, battered wives on the run, 
drug runners, and members of primal therapy 
cult, The Screamers, who hadn’t joined the recent 
relocation of the commune to Colombia. On the 
night our degree exhibitions should have been 
launching, a particularly corpulent rat grew bra-
zen and began gouging insulation from around 
the stovepipe entering the attic. Paula carried 
the record player towards the heat, pointed the 
speakers upwards, placed Public Enemy’s Fear 
of a Black Planet on the turntable, and twisted 
the volume to deafening. We stood outside. This 
happened thirty years ago, yet I can still see the 
shadows scattering in the moonlight. 

Cornelius Browne is a Donegal-based 
artist.

An Ever-evolving Series of Projects

WORK FROM MY latest project was shown for 
the first time in my recent solo exhibition, ‘Re: 
Place – Ionadú’, at Áras Inis Gluaire, Belmul-
let, County Mayo (5 August – 17 September). 
This new body of work grew from another proj-
ect, ‘Midland – Lár Tíre (2013-17)’, which in 
turn had evolved from ‘The Broadstone Project 
(2008-12)’ – a series of photographs, drawings, 
audio recordings and videos of an abandoned 
and condemned shed in Broadstone, Dublin. 
By 2008 the shed had taken on a new life of 
calm after a period of activity, social interaction, 
conflict and intense production; it was a space 
invested with traces of the people who once 
worked there. 

In 2012 Kildare County Council bought a 
series of photographs from this project for their 
Municipal Collection, now on view in Kildare 
Town Library. In 2020, Dublin Bus restored the 
old shed and commissioned me to create a dou-
ble wall installation, comprising photographs 
and artifacts from the project, as well as a limit-
ed-edition souvenir photobook. 

The shed was part of the Midland Great 
Western Railway (MGWR) company, found-
ed in 1845. Following research in the National 
Photographic Archive (NPA), I cycled the entire 
route of the MGWR network, which wove its 
way across the Irish Midlands. Research focused 
originally on a section of the NPA’s O’Dea 
Collection, which contains 5,500 photograph-
ic prints (with corresponding film negatives), 
taken between 1937 and 1966 by amateur pho-
tographer and railway enthusiast, James O’Dea. 
On my journey, I documented and explored the 
route while absorbing the histories, environ-
mental and social nuances of the locale. I met 
with, photographed, interviewed, and recorded 
individuals connected to the railway network. 
The project interweaves history, folklore, hearsay, 
stories, memory, and beliefs to record the patina 
and texture of place. 

Converging art and social documentary, 
‘Midland - Lár Tíre’ was a bilingual multimedia 
installation of photographs, notebooks, maps, 
etchings, audio clips and video, exhibited in 
Áras Inis Gluaire in 2013, Linenhall Arts Cen-
tre, Castlebar, in 2014, National Photograph-
ic Archive, Dublin, in 2015, as well as public 

libraries in Dublin, Kildare, and Offaly 2016-
2017. Irish Rail purchased almost the entire 
exhibition and in February 2021, part of it was 
installed in Athlone Railway Station.

A feature revealed while researching for 
‘Midland – Lár Tíre’, was the depressed state 
of parts of the Irish Midlands. Towns and vil-
lages were losing their indigenous population 
due to a variety of factors, including recession, 
lack of facilities and employment opportunities. 
Aspects of the midlands are the focus of my cur-
rent project, which was grant funded by Kildare 
County Council Arts Service. This research was 
once again undertaken by bicycle over two years. 
The first exhibition from the project, ‘Re: Place – 
Ionadú’, was curated by Claire Halpin and draws 
attention to social and demographic changes in 
rural Ireland. This exhibition consists of different 
strands of work – print, painting, video – that 
have been developed over recent years. 

As man moves from manual cultivation of 
the land to mechanical and industrial methods, 
various layers of marks are left on the landscape. 
This evidence of past societies alters the envi-
ronment and terrain, both natural and built. The 
basic structures and vernacular architecture of 
the landscape change, develop and evolve. They 
are fabricated, or demolished, or removed or 
repurposed. Even the horizon itself is adjust-
ed, reset. Anything that is no longer of use now 
lies abandoned. Society changes, corrects, and 
replaces versions of itself. People come and go 
and leave their personal, historical, and cultural 
marks on the landscape in both the natural and 
developed environment. The new monuments of 
contemporary society – the huge houses, gated 
communities, modernised industrial infrastruc-
ture – all add to the metamorphosing deep map 
of the land. The content of the project is ever-
changing and work for future exhibitions will be 
selected from the project for each location. The 
exhibition will travel to Belfast in 2022.

Pamela de Brí is an interdisciplinary artist 
working in painting, photography, 
printmaking and audio. She is a founding 
member of the artist-led Leinster 
Printmaking Studio in County Kildare.
cucuart.com

PAMELA DE BRÍ DISCUSSES HER LATEST BODY OF WORK, CREATED 
THROUGH CYCLING AROUND THE IRISH MIDLANDS.

Pamela de Brí, A Bend in the Road, 2020, Saline Etch on Fabriano Rosapina, edition of 15; photograph by and courtesy 
the artist and Áras Inis Gluaire.
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Pluid – The National Comfort Blanket

CLAIRE HALPIN AND MADELEINE HELLIER DISCUSS THEIR 
AMBITIOUS COLLABORATIVE ARTWORK.

PLUID – THE NATIONAL Comfort Blanket is 
a collaborative artwork, made up of over 1200 
small, square, individual artworks considering 
the theme of comfort. The collective work was 
assembled like connected crochet-squares and 
exhibited as the ‘national comfort blanket’ at The 
Cowshed Gallery, Farmleigh Estate from 27 
August to 5 September, with support from the 
Office of Public Works (OPW). 

During lockdown in early 2021, we put out 
an open-call to artists, crafters, makers and doers 
of all ages in all communities to create small art-
works (6 x 6 inches) in any medium. We invited 
artists to consider the themes of comfort and 
solace, during the challenging times of the pan-
demic. The project was launched on 1 February 
to celebrate St. Brigid’s Day, recalling her cloak, 
which grew and grew to provide for a whole 
community. Pluid (pronounced ‘plidge’) is the 
Irish word for ‘blanket’. The initial idea for Plu-
id came from Madeleine, who had observed a 
return to traditional crafts and making during 
lockdown, as well as the struggles of the artis-
tic community, with exhibitions cancelled and 
many without access to their studios. During 
this time of isolation, we invited artists to create 
and collaborate together.

The response to our call-out was astounding. 
We received over 1200 artworks across a wide 
range of media and techniques, spanning the 
traditional and the contemporary – from lime-
stone and painting, to drawing, textiles and lace 
– and every imaginable medium in between. 
Each artwork is accompanied by a ‘text of com-
fort’ – a personal written response, outlining 
something that brought comfort to its creator 
during lockdown – providing further insights 
into the ordinary and extraordinary nature of 
life during a global pandemic. Collectively, these 
texts highlight the importance of family, friends 
and community; the unusual joys to be found 
within one’s 5 km vicinity; as well as a renewed 
appreciation of the beauty of nature, gardens, 
pets and outdoor pursuits like sea swimming. 
Some also shared their difficult stories of loss 
and grief, being apart from family, loneliness and 
mental health issues. These responses come from 
people of all ages and abilities across the country, 
from the ‘new Irish’ and from the Irish Diaspora.

We proposed the exhibition to Angela Cas-

Artist-led

sidy at the OPW, for The Cowshed Gallery, 
Farmleigh, in the full knowledge that many 
galleries were backed up with exhibitions that 
had been postponed during lockdown. Given 
our optimism and positivity throughout this 
project, we believed it just needed to be seen. 
At 42 metres long, The Cowshed Gallery was  
perfect for a monumentally long installation of 
artworks. Pluid – The National Comfort Blanket 
was installed on a uniquely designed and con-
structed 36-metre-long plinth, overlaid with 
a roll of fabric, upon which the 1200 artworks 
were exhibited together.

As one might imagine, the response to the 
exhibition was incredibly positive and highly 
emotional. Nearly 1000 visitors attended the 
exhibition over its ten-day duration, all facili-
tated on a timeslot booking system, within the 
Covid restrictions in place. Pluid – The National 
Comfort Blanket had unknowingly and unwit-
tingly tapped into something that is definite-
ly greater than the sum of its parts; it had a 
groundswell of positivity. As well as 1200 people 
connecting creatively on the theme of comfort, 
what further unites the work is the importance 
of art and creativity as a comfort, a solace and 
a salve.

We believe Pluid is an important document 
of our times because it reflects the valuable con-
tribution of creativity, arts and crafts to the fabric 
of our society and our response to the pandemic. 
The call-out was timely, since it launched during 
the darkest days of the third lockdown, while 
the exhibition was equally timely, as we emerged 
from lockdown and arts centres fully reopened. 
In considering the future of Pluid –The National 
Comfort Blanket, each individual artwork, text 
of comfort, and the exhibition as a whole, have 
been professionally and carefully documented 
and archived. We have begun conversations with 
cultural institutions around the project’s legacy 
and digital archive, as well as possible future 
presentations. Following the exhibition, the 
individual artworks were auctioned online in aid 
of Pieta House.

Pluid – The National Comfort Blanket was 
organised by sisters and artists, Claire 
Halpin and Madeleine Hellier.
@pluid.project2021

Day Dream

THE FOUNDERS OF TRANS-ART IN CAVAN DISCUSS THE 
EVOLUTION OF THE PLATFORM TO DATE.

IN 2011 WE founded trans-art, an arts organi-
sation based in Cavan that showcases contem-
porary art1. The values of trans-art include pre-
senting art in public settings and breaking down 
viewing barriers. Over the last decade, trans-art 
has been commissioning and exhibiting work 
from artists who are dedicated to pushing their 
practice to new heights. 

In August 2012, we collaborated with Fleadh 
Cheoil na hÉireann to present an exciting con-
temporary art programme. More than 40 local, 
national, and international artists participated in 
the programme, including graffiti artists Maser, 
Canvaz, and DMC; performance artists Aman-
da Coogan, Aine Philips and Michael Mayhew; 
and new-media artist duo, Cleary Connolly. This 
two-week fringe programme sought to reaffirm 
Cavan’s status as a town that supports artists and 
their work. For this work, alongside Cavan Town 
Council and Cavan County Council, trans-art 
was awarded the Chambers Ireland Excellence 
in Local Government Awards for Sustaining the 
Arts in 2012. 

The following year, we converted a terraced 
house at 61 College Street into an exhibition 
space that showcased drawing, painting, print-
making, installation, interactive art, performance, 
and video. In August 2013, as part of the Life 
of Reilly Festival, trans-art curated a street art 
spectacle called the ‘Non-Parade Parade’ and a  
performance event on the streets of Cavan, with 
members of the Bbeyond collective, including 
Alastair MacLennan, Brain Connolly, Christoff 
Gillen and Hugh O Donnell. 

Laura O’Connor’s solo exhibition, ‘The Pen-
sive Spectator’, was held at the trans-art hub for 
Culture Night 2013, presenting new film and 
projection work, focusing on media represen-
tation of women. In November 2013, Cavan-
based artist, Edwin Lynch, presented a solo 
exhibition and installation. 

In July 2014 we hosted a performance event, 
‘Article 2: How to fold a sheet’, led by artist Sally 
O’Dowd. Four female performers, each affecting 
the other, performed four hours daily, over four 
days, in four different locations of the trans-art 
hub. Folding and unfolding sheets, watering 
mustard seeds, pouring, sweeping and gathering 
sand were the key activities. The Polish artist 
duo, Konik Art Studio (Pawel Kleszczewski and 
Kasia Zimnoch), also exhibited their work. 

Between October 2013 and December 2014, 
we hosted three pop-up shops at the trans-art 
venue. For Culture Night 2014, in conjunction 
with the Gonzo Theatre, we presented ‘Healy 
Times’, a tribute exhibition to the late Irish nov-
elist and poet, Dermot Healy. ‘In-Between’, an 
exhibition by Interior Architecture graduates of 
IT Sligo, was also opened by the then Minister 
for Arts, Heather Humphreys.

In 2015, trans-art and the Gonzo Theatre 
transformed Cavan Town Hall into an arts 
centre, presenting experimental theatre, visu-
al art, music, film, and dance. We also secured 
the Bullock Lane artist residence and studios, in 
conjunction with Cavan Arts Office. The Town 
Hall Arts Space is a place for artists to flourish; 
a cultural home for the town that fosters new 
generations of artists, while still honouring the 
traditions of the past. The new venue continues 
to bring people together and encourage artistic 
engagement across all art forms.

Town Hall Arts Space was one of seven Flag-
ship Projects under Stream 2 of the Arts and 
Culture Capital Scheme 2016. Cavan County 
Council secured €247,600 in capital funding 
from Peace IV SEUPB, a project funded by the 
EU’s PEACE IV Programme and administered 
by the Special EU Programmes Body. Cavan 
County Council made the remaining €750,000 
contribution from its own funds.

In September, as part of Cavan Arts Office’s 
programme, ‘Fapin Spéir/ In the Open’, Joe 
Keenan and Siobhán Harton selected nine visu-
al artists from across the country to show new 
work in a COVID-safe exhibition called ‘Day 
Dream’. The exhibition took place on advertis-
ing light boxes, located along the main street of 
Cavan, and aimed to pull people away from their 
daily routines, while putting a smile on their 
faces. The invited artists were Jane McCormick, 
Sally O’Dowd, Aideen Barry, Margot Quinn, 
Amanda Jane Graham, Rita Duffy, Will Govan, 
Siobhán Harton and Michelle Boyle. As Ireland 
continues to recover from the pandemic, we at 
trans-art intend to continue doing what we love, 
by bringing art to the public.

Joe Keenan, Sally O’Dowd and Siobhán 
Harton founded trans-art in Cavan in 2011.
@transartcavan

Notes:

1‘Trans’ in the organisation title is a prefix meaning 
‘across’, ‘beyond’ and ‘through’. 

Pluid – The National Comfort Blanket, The Cowshed Gallery, Farmleigh Estate, 2021; photograph by Claire Halpin, 
courtesy of the curators, the artists and the gallery.

Aideen Barry, I dreamed of a nest, commissioned for 
‘Day Dream’, 2021; image courtesy of the artist.
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Plan C: Whereabouts?

MICHAËLE CUTAYA DISCUSSES THE MAKING OF GMIT’S MA IN 
CREATIVE PRACTICE GRADUATE SHOW.

IN JULY THIS year, Ruby Wallis and I were 
invited to curate the GMIT School of Design 
and Creative Arts MA in Creative Practice 
graduate show. This was the first time outside 
curators were invited but that was only one of 
the unusual features of this year’s exhibition. The 
show included graduates from 2020 as well as 
2021 – last year’s students were invited to exhib-
it, as they did not get the chance to do so prior 
to their graduation, in effect doubling the num-
ber of exhibitors to 21 and making it the largest 
MACP show to date1.

Another unusual feature was that most of 
the academic year was spent online, with only 
a few students availing of their studio on cam-
pus, a set-up which continued throughout the 
summer. In effect, the opening was the first time 
they all actually met in person, scattered as they 
were across the country and even abroad. And 
yet talking to the students via various connected 
means, the overall impression was one of a cohe-
sive group that communicated well and support-
ed each other.

Since its first iteration in 2017, the MA grad-
uate show had taken place in the main tempo-
rary exhibition space in the city (the Connaught 
Tribune Printworks Gallery back then, the 
GPO now); however, because of art events dates 
shuffling, this year it was occupied by the Gal-
way International Arts Festival. The exhibition 
was then programmed to be in the college itself, 
where it ran from 11 to 17 September. What 
it lost in centrality was gained in extra spaces 
and it also had the advantage of giving us some 
solid ground in the planning of the exhibition – 
both Ruby and I are alumni of GMIT and thus 
well acquainted with the building. This really 
helped us to visualise how works only previously 
encountered via PDF could be deployed.

The Cluain Mhuire building, a former 
Redemptorist monastery built in the 1940s, is 
quite striking with its high ceilings, long cor-
ridors and cell-like studio spaces with her-
ringbone parquet floors, as well as a chapel with 
an overhanging gallery. The variety of spaces can 
accommodate the intimate and the monumental 
alike and the students made full use of both.

Seeing an exhibition materialise during 
install is always something of a conjuring trick. 
This is even more so when the works have only 
been encountered online previously; encoun-
tering the artworks in their exhibition spaces 

Postgraduate Education

felt quite magical. There is no space here to do 
justice to all the hard work the students put in 
to this exhibition, but I would like to point to a 
few trends which may have been the result of 
the working conditions of the past year. There 
were a noticeable number of small-scale, intri-
cate works, such as Megan O’Malley’s exactingly 
hand stitched transitory artefacts, Sally Hewet-
son crocheting her way through articles of the 
Constitution, or the Byzantine and numerolog-
ically inspired drawings of Ekaterina Ivanova. 
There were also aspirations towards a restorative 
domestic place, seen in the meditative ceramic 
still-lives of Caitríona Lynch or the geometric 
colour arrangements of Luke Reidy. 

By contrast, Maura Finegan and Gerry 
Murray negotiated the limitations of working 
at home to produce some large-scale works, 
through inward searching, and the transforma-
tion of found toys via 3D printing into furniture 
respectively. Steffi Delaney, Shania McDonagh 
and Sona Smedkova kept working in the college 
and they made the most of this opportunity in 
planning some really ambitious installation and 
performance pieces. Filmmaking was four of the 
students’ main mediums, and in consultation 
with them it was agreed that a dedicated film 
programme in the main conference room of the 
college would offer them the best viewing con-
ditions. 

Early in July we workshopped with the stu-
dents for a title for the exhibition that would 
capture the overall feeling of their year. They 
had much to suggest, and two ideas emerged: 
‘Plan C’ to hint at the endless adaptability that 
was needed to get through the year, as well as 
connecting to a series of relevant or recurring 
C words (Covid, Culture, Climate, Creativity, 
Change ...); and ‘whereabouts’, to allude to the 
decidedly uncertain coordinates of our positions, 
whether online or ‘offline’. 

Michaële Cutaya is a writer and editor on 
art living in County Galway.
Notes: 
1The MACP exhibiting students were Jill Beardsworth, 
Hien Cao Nguyen, Steffi Delaney, Holly Ellis, Sabrina 
Fallon, Maura Finegan, Orlagh Heverin, Sally Hewetson, 
Ekaterina Ivanova, Caitríona Lynch, Shania McDonagh, 
Gerry Murray, Luke Moloney, Nicole O’Donnell, Conor 
O’Grady, Megan O’Malley, Luke Reidy, Sona Smedkova, 
Harshita Strivastava, Juman Tamimi, and Tala Zeitawi.

Maura Finnegan, ‘Plan C: Whereabouts’, GMIT, 2021; photograph by Ruby Wallis, courtesy the artist and GMIT.

Architecture

Momentum 

EMMETT SCANLON REFLECTS ON A NEW EXHIBITION 
PROGRAMME AT THE IRISH ARCHITECTURE FOUNDATION.

THE EXHIBITION IN architecture is no longer 
limited to displays of absent buildings in pho-
tographs and models. ‘MOMENTUM’ is a new, 
bi-annual exhibition programme organised by 
the Irish Architecture Foundation (IAF), intent 
on propelling ideas in architecture forward, from 
the minds and hands of architects, out into the 
public domain. As IAF director/curator Natha-
lie Weadick declares in her introduction to the 
catalogue for ‘MOMENTUM’, she is liberated 
by the “potential of architecture exhibitions as a 
device to communicate and disseminate archi-
tecture”. The inaugural edition, which ran from 
9 July to 29 August, presented site-specific work 
from three accomplished architects – Noreile 
Breen, Tom O’Brien and Plattenbaustudio – 
described by Weadick as “a new generation…
around whom exists a growing critical consen-
sus”. 

First, on the doorstep of IAF HQ at 15 Bach-
elors Walk, is the sculptural work, 24 Carat, by 
Noreile Breen, glowing out front, facing south. 
Once intended to be at the scale of the skyline, 
mounted up on the roof, the final installation – a 
gold-lined concave funnel, mounted on a tripod 
– is an altogether more intimate affair. The cone 
is bespoke, precious, dazzling; the legs are gener-
ic, spindly, mundane. The physical thing itself 
feels emergent. The head is confidently search-
ing for sun and the limelight, with legs working 
hard to secure stable ground. As a piece it is both 
elegant and awkward, certain and unsure. Breen, 
I think, thrives there, in-between, but this is by 
no means Breen at her limit; she’s an architect in 
need of more scope.

Inside, Tom O’Brien exhibits like an archi-
tect, his installations dealing with one room, in 
section from street to basement. It feels, at first, 
that O’Brien has just left stuff behind; it is not 
clear if the work is going up or down, being 
installed or removed. This brings a sense of time 
and contingency – this is thought in action. 
There is a flag made of hi-vis material, concrete 
tests, a battered bench, a printed poem, a table, a 
fragile frame holding back retaining walls. These 
are things temporarily here, but also somewhere 
else. In the catalogue O’Brien reveals his hand, in 
a car, nails filthy from working with stuff. This is 
a revealing self-portrait of an architect for whom 
material clearly matters.

Finally, up top, in ‘All Mod Cons’, Platten-
baustudio share some spatial results of commod-

ified housing1. They present 52 plan-drawings of 
often awful rooms for rent, drawn from photos 
and online descriptions. Alongside is a ‘room’, 
‘built’ at 1:1 scale almost entirely out of paper, 
complete with replicas of objects of ordinary life. 
It is a work of phenomenal technical achieve-
ment. Perhaps Plattenbaustudio best commu-
nicate the critical value of the exhibition in 
architecture, as here architecture-specific skills 
are harnessed to reveal often hidden realities 
of living in the built environment. All-white to 
feel like a drawing, the 1:1 model is an ambi-
tious departure from exhibiting drawings alone; 
however, the pure white forms, made by hand 
but resistant to touch by a visitor, perhaps starts 
to draw Plattenbaustudio’s intentions away from 
the lived reality of housing, with which the pair 
so sincerely wish to engage.

The catalogue, deftly designed by Peter 
Maybury, is wonderful. Of particular note are 
the reviews of the installations by three writ-
ers – Colm Ó Murchú, Alex Curtis and Róisín 
Cahill – under the Emerging Architecture 
Writers Programme. These are brilliant, person-
al responses to the works, yet critical attempts 
to mediate and situate the ideas encountered in 
theory and practice. 

‘MOMENTUM’ is a truly welcome, ambi-
tious addition to a rather irregular infrastruc-
ture of architecture exhibitions in Ireland. Yet, 
the curatorial approach raises a wider issue: the 
ubiquitous championing of those of a ‘new gen-
eration’, while here sincerely intended as sup-
port, is arguably a strategy successfully adopted 
by the profession of architecture for decades. It 
is one which has surely contributed to ‘youth’ 
being equated with inexperience, inexperience 
being (deliberately yet inaccurately) associat-
ed with risk, all tacitly used to sustain a com-
missioning culture intended to secure work for 
the usual few, not the growing, diverse many. 
‘MOMENTUM’ is here to stay, and so are these 
architects, all ready. 

Emmett Scanlon is an architect, curator, 
writer and host of the podcast What Do 
Buildings Do All Day?
Notes: 
1Plattenbaustudio is an architecture and drawing studio 
based between Berlin and Dublin, which was founded in 
2018 by Irish architects, Jennifer O’Donnell and Jonathan 
Janssens.

Noreile Breen, 24 Carat, installation view, ‘MOMENTUM’, July 2021; photograph by Peter Maybury, courtesy the artist 
and the Irish Architecture Foundation.



Visual Artists’ News Sheet | November – December 2021Regional Focus

Take a Walk for Me
Catherine Fanning
Arts Participation/CPD Programme Co-ordinator

SLIGO COUNTY COUNCIL Arts Service has 
a 20-year track record of delivering arts pro-
grammes in health contexts, working with old-
er people in active retirement groups and day 
and residential care settings. The service’s pro-
grammes have been delivered in collaboration 
with the HSE Older Persons support services, 
Health Promotion and Age & Opportunity. In 
2020 The Healthy Ireland fund presented an 
additional opportunity to support older people’s 
wellbeing during the pandemic, to creatively 
connect with them during a time of social iso-
lation. 

Through this fund, Sligo County Council 
Arts Service commissioned four artists to cre-
atively capture Sligo walks, exploring the rela-
tionship between people and their environment. 
The project aligned with the Sligo Age Friendly 
programme. The project aimed to help support 
older people to combat isolation by connecting 
through storytelling, conversation and stimulat-
ing their imagination.

The commissioned project, ‘Take a Walk for 
Me’, supported the development and making of 
new creative work by four Sligo artists during 
lockdown: Laura Gallagher, Sarah Sexton, Kar-
en Webster and Michele Feeney. Through local 
radio, newspapers and social media, older people 
were contacted for their walk suggestions. Due 
to the 5km travel restrictions in place at the 
time, these locations needed to be within the 
artists’ local area.  

Each artist explored a specific walk: Rosses 
Point coastal walk, The Glenwood Abandoned 
Village (a walk up into Glenwood in the Ox 
Mountains), The Sligo Way (the Ballygawley 
Mountain section, from Union Wood to Lough 
Lumman) and the Sligo Town walk to Tobernalt 
Holy Well. These walks were captured through 
song, visual imagery, written word and sound-
scape recordings. 

A selection of the imagery and text were 
presented as postcards. These postcards were 
distributed widely throughout the community 
during the Bealtaine Festival Sligo in May. As 
part of National Arts in Nursing Homes Day, 
residents from five Sligo nursing homes received 
a collection of ‘Take a Walk for Me’ project 
postcards. Through Facebook and text message, 
people from the wider community could contact 

the project coordinator and request a collection 
of the postcards for themselves, family members 
and friends. Display boxes with the postcards 
were also distributed to local shops that were in 
the location of each of the walks. Postcards were 
also available in Sligo libraries. 

For the duration of the project, the artists 
shared their progress with the community via 
social media and local press, in order to build 
ongoing public engagement. A small publi-
cation, Path Notes, was created as part of the 
project material for the Union Wood to Lough 
Lumman walk. This publication was launched 
online as part of the Lily Lolly Festival, which 
takes place in Sligo each June to celebrate the 
craft and printing press work of the Yeats sisters.

A number of installation artworks were cre-
ated for two of the artists’ walks: Rosses Point 
coastal walk and the Glenwood Abandoned 
Village walk. Podcasts were created based 
around the Sligo Town to the Tobernalt Holy 
Well walk, which are available on the Sligo Arts 
Service website. As stated by artist, Laura Gal-
lagher: “The response when installing the tem-
porary text in the landscape [at Rosses Point] 
yesterday was very positive. People were curious; 
they started to share their own knowledge of the 
area and a bit about their life and how often and 
where they walk.” 

Other work from the project was exhibited 
in the Hyde Bridge Gallery, Sligo. The exhibi-
tion linked in with Primary Colours, a well-es-
tablished arts education programme that works 
with Sligo primary schools and their students 
(primarycolourssligo.ie). Class groups were given 
the opportunity to virtually visit the exhibition 
and receive a guided tour, delivered by one of the 
project artists. Class groups received postcards 
and follow-on workshop sheets, which allowed 
them to explore creative projects inspired by the 
artworks, seen during the virtual gallery tour. 

‘Take a Walk for Me’ has become a much 
broader project, reaching all ages in our com-
munity. Through links with social media, virtual 
gallery tours, site-specific installations, and the 
generosity of local businesses and organisations 
in the distribution of the project postcards, the 
‘Take a Walk for Me’ project has had a much 
further reach than we had first envisaged. 
sligoarts.ie

Sligo

Alison Pilkington (l-r), handmade books, Creature Goodnight, 2020, Little Drama, 2020, I Went Out To Hazel Wood, 
2020; photograph by Daniel Paul McDonald, courtesy the artist and The Model.

The Model 

Emer McGarry
Artistic Director and CEO

AT THE MODEL, we invite outstanding contem-
porary artists to work within and beyond our 
gallery spaces, and prioritise artistic programmes 
that involve participation and engagement. We 
actively work towards removing barriers and 
enabling those who are hard to reach to have 
a meaningful connection with artists and their 
work. We have been honoured to commission 
Ciara Phillips to create new works for a solo 
show in 2022, and to present the first Irish iter-
ation of her Turner Prize-nominated collabo-
rative print-making project, Workshop. Through 
Workshop, Phillips will enable members of our 
local communities and invited guests to explore 
the potential of making together, and in doing 
so, to uncover the delicate negotiation and com-
promise at the heart of creative and communal 
activity. 

In 2019, we placed Andy Parsons as our inau-
gural Artist-in-Residence in Sligo University 
Hospital, where he engaged staff, patients and 
families in creative activities and conversations. 
Parsons particularly focused on working in the 
Renal Ward, where patients undergoing dialysis 
for up to four hours per session were enabled to 
explore creativity through experiments in paint-
ing and drawing. The artist also developed a 
body of drawings, paintings and sculptures that 
trace the many stories at the heart of hospital 
life. We are very pleased to present this time-
ly and expressive work in our galleries from 23 
October.

In 2022, we are excited to launch a major 
project, ‘The Sunset Belongs to You’, which will 
commission two of Ireland’s leading portrait 
artists, Geraldine O’Neill and Mick O’Dea, to 
create oil portraits of ten Sligo children from 
diverse communities. In a reversal of the power 
structures of traditional portraiture, this artistic 
gesture has diversity and active citizenship at its 
core. We envision this ambitious body of work 
as an inclusive reflection of contemporary Irish 
society and as a hopeful glimpse of a generation 
to come. The children’s portraits will become part 
of The Niland Collection, where they will have a 
meaningful presence alongside portraits of pol-
iticians, activists, artists and other change-mak-
ers. The project will be accompanied by Portrait 
Lab, a dedicated semi-permanent space at the 
heart of The Model, where audiences will be 
enabled to critically explore themes and ideas 
around identity and portraiture through both 

self-guided and artist-led initiatives.
The work we do at The Model is driven by the 

creativity of the artists with whom we work, and 
much of this is inspired by the ideas that exist 
within our collection. We seek to enable con-
temporary artists to create new work in response 
to concepts or artworks that resonate with them. 
This year, we marked the 150th anniversary of 
Jack Butler Yeats by commissioning new sound 
works for a podcast series from artists, the-
atre-makers and musicians, including Seamus 
Harahan and Owen Kilfeather, Ruth Clinton 
and Niamh Moriarty, Isabel Claffey, Bob Kelly 
and Ciarán McCauley. At the same time, Bra-
nar Téatar do Pháistí have been commissioned 
to create a suite of online theatre-making work-
shops for 5th and 6th class students in response 
to one of Yeats’ most beloved paintings from the 
collection, The Toy Theatre. The workshops enable 
some of our youngest audience members to 
engage in creative play in their own classrooms 
and are available free of charge to all primary 
schools in the region from this month onwards. 

Our current and upcoming gallery pro-
gramme includes new work by Alison Pilking-
ton, Andy Parsons, Angel Su and Patrick Hall 
in 2021; as well as Ciara Philips, Ciarán Mur-
phy, Wagner/DeBurca, and Stephen Brandes 
in 2022. Other plans for the year ahead include 
the reintroduction of our long-term art and food 
project, Sligo Global Kitchen. Commissioned by 
The Model from originating artist Anna Spear-
man in 2015, the project has been led by Cam-
eroon-born Mabel Chah since 2017, based on 
the simple act of reciprocity and the idea that 
sharing food together can help us all to find 
common ground.

We have supported our community of studio 
artists throughout the pandemic and established 
a peer network, the Artists’ Breakfast Club, 
who have met monthly on Zoom. The Model 
wants to be an important part of the journey of 
recovery for our artists and communities in the 
coming months and years, and to be a space for 
inspirational cultural engagement in the heart of 
an exciting, creative town. We are actively striv-
ing to enable artists and their work to lead the 
healing process, as we emerge into a post-pan-
demic world. 

themodel.ie

Laura Gallagher, Dreaming Bench, Mother & Daughter, 2021, ‘Take a Walk for Me’, vinyl, Rosses Point; photograph 
courtesy the artist and Sligo Arts Service.
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It’s OK to be an Outsider 

Emma Stroude
Visual Artist

I AM A blow-in. I like the term. It conjures the 
image of a seed blown on the breeze in search of 
fertile ground to put down roots. To my blow-in 
eyes, the beauty of life in rural Sligo is inescap-
able. It is integral to even the dreariest of days. 
On the morning school run, I may glimpse an 
extraordinary beam of light illuminating the 
velvet green of the mountains. En route to the 
supermarket, I may witness the clarity of the 
view across the bay, punctuated by a moody 
cloud preparing a deluge for the ocean beneath. I 
may be stopped in my tracks at the sighting of a 
hare following its habitual route across the field, 
as I turn the corner to my studio. A day cannot 
pass without this landscape and its inhabitants 
revealing their potential to inspire and amaze.

It is no wonder that many creative minds 
have been magnetised to Sligo over the centu-
ries. Perhaps this is one of the reasons that it’s ok 
to be an outsider here. I find myself one among 
many who are from elsewhere. My roots began 
in suburban concrete. I was raised in the North 
of England and studied Fine Art Painting at 
Chelsea College of Art and The Slade. I learned 
from my tutors and my peers; their voices, their 
vision, the experiences and the learning still res-
onate with me now, especially as I work.

After London, I spent six years in Dublin and 
studied Art and Design Teaching at NCAD. The 
move to Sligo was in search of fresh air and a 
quality of life that my partner and I would never 
be able to afford if we stayed in the east. Arriv-
ing with the preconceptions of a city girl, I nev-
er imagined the diverse community of creative 
people I would find here, or the welcome they 
would offer me. I have been able to build myself 
an active role in the arts community by volun-
teering at The Model and The Hyde Bridge Gal-
lery.  People here enjoy helping each other and 
pushing each other forward – a far cry from the 
cut-throat competition of my London days.

Two decades have passed since my arrival 
and although my interests and concerns change 
shape as my work develops, the people and 
the landscape of Sligo are a constant resource. 
Cairde Sligo Arts Festival, directed by Tara 

McGowan, has impacted my work in multiple 
ways. In addition to the exhibition and network-
ing opportunities provided by Cairde Visual 
(the annual open-call exhibition at The Model) 
the festival itself has provided inspiration. A 
chance encounter with performances by SPIT 
and Síolta Circus acts in the festival of 2019 was 
an inspiration and a turning point for the subject 
matter of my work. I became interested in the 
representation of the body being tested by phys-
ical, psychological and emotional challenges. 

I was awarded The Arts Council Agility 
Award 2021, which is enabling me to take an 
ambitious step forward in my practice. I am 
eagerly making plans to work directly with three 
performers specialising in circus arts – Angeli-
que Ross, Michelle Thoburn and Emmen Don-
nelly. I seek to draw comparisons between our 
adolescent learning during risky play or daring 
physical activity, and our adult life experiences. 
The work will be informed by guided research 
undertaken as part of a mentorship programme 
with Dr Tamsin Cavaliero from the Depart-
ment of Social Sciences at IT Sligo. This work 
will culminate in my solo exhibition at Custom 
House Gallery, Westport, in 2023.

For any artist new to Sligo there are two 
good places to start: Sligo Artists Network (run 
by Catherine Fanning and funded by Creative 
Ireland) offers free courses and supportive ini-
tiatives; while the Artists’ Breakfast Club – a 
networking event run by Barry McHugh and 
taking place monthly at The Model – is a good 
introduction to Sligo’s artistic community, local 
opportunities and news. With the help of the 
internet and local support I have been able to 
achieve a wider reach for my work both nation-
ally and internationally from this rural location 
on the very edge of the continent. My roots are 
firmly planted and the potential for growth is 
good.

emmastroude.com

Conversations with Water

Ruth Le Gear 
Visual Artist

MY LIFE’S WORK is to understand and commu-
nicate with water. I work with it in all its lay-
ers – from the tiny microorganisms that live in 
one drop, to huge oceans and sea creatures, as 
well as lakes, rivers, clouds, mist, rain, sleet, hale, 
icebergs, and glaciers. I live in the Northwest of 
Ireland and it rains here a lot, mostly pure North 
Atlantic water, swept up in the storms above 
Greenland and Iceland. 

As an artist and researcher, I have travelled 
extensively with my work, sampling waters in 
northern Europe, the USA and South Africa as 
well as the Arctic circle, attending symposia, col-
laborating with university faculties, and present-
ing several international solo exhibitions.

My practice resonates with healing techniques 
through water, involving vials of water essences, 
and the inversely proportionate strengths and 
values of healing. ‘Teardrops in Wonderscape 
(2008)’ was my starting point, exploring how a 
drop of water has the capacity to hold the mem-
ory of a substance that has passed through it. 
The investigation of this notion of water as a 
conductor of memory has led to an interest in 
homeopathy. Intrigued by the emotional content 
of a tear, I began collecting tears from the public 
to make a homeopathic remedy. Each tear, like a 
snowflake, has its own unique structure. 

By 2012, my thinking had developed further, 
with the intention of working towards healing 
polluted bodies of water. I traveled to the Arctic 
waters around Svalbard and worked with Masa-
ru Emoto, best known for his belief that human 
consciousness has an effect on the molecular 
structure of water. 

Working with several dilutions of sampled 
melt waters, I made water remedies, in this case 
not originally for human consumption. The con-
tradiction of a remedy made from water and 
diluted with itself presents interesting questions 
around the uses and permutations of a land-
scape whose energy fields mediate and co-exist 
with the human body. This work reflects on the 
ephemeral and delicate sense of loss, causing us 
to contemplate and reflect on the contemporary 

environment we find ourselves in. We are living 
in a world where we only see the tip of the ice-
berg; big energy in little spaces. My practice at 
this point became more ritualised and empathic, 
dialoguing with my surrounding landscapes and 
waters. 

Over the past year I have been working with 
Sally Annett on a long-distance residency at the 
Atelier Melusine (AM) in southwest France, an 
exercise in trust with her and the waters (atelier-
demelusine.com). I had to change my methodol-
ogy to allow Sally to be my ‘body on the ground’, 
collecting the water samples and returning the 
waters by post to Ireland. Sally writes: “Le Gear 
has worked almost completely blind to the actu-
al locations, the decision being made to keep the 
sites secret to all but the AM team, during the 
development of the remedies. This has allowed 
Ruth a purity of engagement with the waters 
outside of their natural surroundings – in their 
essential, chemical form.”

Sally and I have communicated weekly, 
sometimes daily. I have been sending images, 
texts and instructions to Sally, as well as my 
immediate reactions and impressions in the 
form of sound files and free flow writings and 
charts. Sally continues: 

“There is much more to the artistic and heal-
ing processes in Le Gear’s practice, but the cru-
cial workings remain undisclosed by Le Gear, 
even to me. Working remotely has emphasised 
that it is the direct connection to the waters, a 
subtle exchange, which takes the form of words, 
and which is mediated through Le Gear. What 
is evident is that this is a deeply magical prac-
tice. Le Gear works actively to create a profound 
exchange of energy and understanding of the 
essential, physical, psychological, spiritual and 
divine or unknowable aspects of water, their 
energies, their wounds and disruptions, but also 
to seek a way to balance the waters. It is again, a 
contract of service, a devotional practice.”

ruthlegear.com

Ruth Le Gear, Water Senses, 2016; photo by Graham Reid, courtesy of the artist.

Emma Stroude, Organised Chaos, 2021, Charcoal on 
paper; photograph by Dickon Whitehead courtesy the 
artist.
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Emma Stroude, The Light Fantastic, 2020, Charcoal on 
paper; Photograph by Dickon Whitehead courtesy of the 
artist.
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Hamilton Gallery

Martina Hamilton
Director

THE HAMILTON GALLERY, an independent 
gallery in the heart of Sligo town, has thankfully 
been able to maintain an active and ambitious 
programme of solo and group shows through-
out the pandemic. While the intermittent relax-
ations of COVID-19 restrictions allowed the 
gallery to open its doors in admittedly limited 
and often interrupted ways, solo exhibitions, 
including those by Diarmuid Delargy and Der-
mot Seymour among others, took place in 2020 
with a strong online presence. 

Keeping the gallery active, in whatever way 
circumstances allowed was hugely important 
to us. The vital and vibrant social and cultural 
engagement that takes place around openings 
was of course terribly restricted, but we decided 
from the outset that we would keep our calendar 
active online, requesting our artists, where pos-
sible, to keep working towards our programme 
schedule. Our artists responded really positive-
ly. I suppose at the very least, it meant working 
towards exhibitions right through the various 
shutdowns and restrictions. 

Our annual flagship group exhibitions, 
themed around Ireland’s Decade of Commem-
oration, major poetic works by W.B. Yeats, and 
influential Irish women, such as Eva Gore-
Booth, were assembled, featured online, and 
retained in-house, while the gallery was very 
well positioned for the recent reopening with a 
full programme. 

Since June, our programme has included 
solo exhibitions from Heidi Wickham (Cairde 
Visual/Hamilton Gallery Award Winner 2019), 
Angela Hackett, Carolyn Mulholland and Ian 
Calder, while 125 artists featured in the Yeats 
themed exhibition, ‘Meditations in Time of 
Civil War’, which coincided with the Yeats 
International Summer School and Tread Softly 
Festival in Sligo. 

The Hamilton Gallery programme for the 
rest of this year and into 2022 is equally ambi-
tious. The locally organised Sligo Colmcille 
2021 is a commemoration of the county’s link 
with the troubled legacy of St Colmcille. The 
infamous Battle of the Book, fought on the 
banks of the Drumcliffe river in the sixth cen-
tury, saw thousands perish in the first recorded 
war over a copyright issue. Hamilton Gallery, 
in keeping with our policy of responding and 
contributing to the cultural calendar, is hosting 
a group show in association with Sligo Colm-

cille 2021 – featuring new work by Diarmuid 
Delargy, Catherine Fanning, Kate MacDonagh, 
Brian McDonagh, John O’Connor, Mary Plun-
kett and Maureen Quinn – which opens on 6 
November. 

From 4 December our annual Christmas 
group exhibition includes artists Petra Ber-
ntsson, Tina Brooks, Jonathan Cassidy, Trudie 
Mooney, Leonora Neary, Donncadh O’Cal-
laghan, Sorca O’Farrell, Cormac O’Leary, Janet 
Pierce, Emma Stroude and Heidi Wickham. 

Hamilton Gallery’s tie in with Ireland’s For-
eign Ministry inspired ‘La Fheile/St. Brigid’s 
Day’ celebration of women and creativity, will 
see a third invited women artist’s exhibition take 
place in February. Previous iterations, themed 
on the poetry of Leland Bardwell and also on 
the life and legacy of Eva Gore-Booth, saw par-
ticipation by hundreds of Irish women artists, 
with exhibitions showcased at the Museum of 
Literature in Dublin as well as in London and 
Berlin. The 2022 exhibition will be themed on 
a poem, St Brigid’s Well, specially commissioned 
by the Hamilton Gallery from poet Eiléan Ní 
Chuilleanáin. 

As a small independent gallery, we have an 
ability and desire to respond to opportunities 
that arise outside the context of our normal pro-
gramming. We see it as hugely important that we 
contribute to the cultural and artistic offerings of 
the region. Sligo itself has a burgeoning commu-
nity of professional artists at all career stages, and 
our role is to offer a flexible and responsive space 
where their work can be shown. We feel we have 
a responsibility to provide local audiences with 
opportunities to experience the work of artists 
from across Ireland that they might not other-
wise get a chance to appreciate or enjoy. One of 
the things I’m really pleased to have seen emerge 
in recent years is the interchange between art-
ists based in Northern Ireland and those based 
south of the border. The large-scale W.B. Yeats 
and Decade of Commemoration exhibitions, in 
particular, have generated some utterly fascinat-
ing inter-generational and cross-border cultural 
discussions on the diverse and shared traditions 
we have on this island. We hope we will be able 
to continue programming across these areas for 
many years to come.

hamiltongallery.ie

Hyde Bridge Gallery 

Nuala Clarke
Visual Artist and Chair of the Gallery Committee

THE HYDE BRIDGE Gallery is a beautiful, light-
filled space overlooking the heart of Sligo Town. 
As it was formerly a bank, built in the Arts and 
Crafts style, the first-floor rooms – once the 
home of the bank manager’s family – have ele-
gant if modest proportions.

Now known as the Yeats Building, the Yeats 
Society has been running its literary and cul-
tural activities from here since 1973. The Yeats 
Society is currently going through a transition 
to further enhance the literary offering with a 
vibrant contemporary programme. As the visual 
arts component of the Yeats Society, the Hyde 
Bridge Gallery wishes to provide audiences with 
access to the visual arts, and to develop a great-
er understanding of, and interest in, emerging, 
contemporary visual arts practice. The key objec-
tive is to partner with visual artists living in the 
region, as well as selected artists from elsewhere, 
with an emphasis on providing exhibition and 
audience engagement opportunities for emerg-
ing artists.

To this end we have awarded solo exhibitions 
to selected graduates of IT Sligo, with recent 
awardees including Hazel McCrann in 2019. 
In early 2020, curators Áine Doherty and Marc 
Craddock brought young artists Michelle Hoey, 
Laney Mannion, Lorna Murphy and Matthew 
Singleton from Galway.

The Hyde Bridge Gallery Committee is an 
all-volunteer committee of local artists. During 
the COVID-19 closures, we appreciated the 
kindness and patience of our fellow artists, 
some of whom had their scheduled exhibitions 
postponed multiple times. The management 
and administration of the gallery is carried out 
by Yeats Society Sligo. Invigilation and main-
tenance of the gallery is carried out by Tús 
employees under contract to Sligo Leader Part-
nership Company. We find that we are currently 
subject to a staff shortage, much like other busi-
nesses. Our constant challenge is funding relat-
ed. We are funded primarily by fundraisers, local 
project funding, and our exhibiting artists. Look 
out for our December Fundraiser on Instagram: 
@thehydebridgegallery.

Proposals for exhibitions from emerging art-
ists, curators, collectives, and arts organisations, 
for solo or group shows are welcomed each year. 
Applications are invited from emerging artists 
and amateur artists working in various media 
and disciplines. Any work by amateur or emerg-
ing artists should have a developmental poten-

tial towards a professional career. Our current 
open call requires that gallery proposals for 2022 
are submitted by 10 November. The application 
form is available on the gallery tab of our web-
site.

Since reopening, we hosted an exhibition 
as part of the multi-venue Cairde Festival in 
July. ‘This Human Signature’ was a lens-based 
group exhibition, curated by Barry McHugh, in 
response to the theme of human marks on the 
environment, both architecturally and cultur-
ally. The exhibition presented new and existing 
works by artists Paul Cabena, Anna Leask, Sar-
ah Sexton and Mateja Šmic and featured both 
film and photography.

The group exhibition, ‘Returning’, by artists 
Laura Gallagher, Maura Gilligan, Dorothee 
Kolle and Stephen Rennicks, opened in Octo-
ber 2020. It was curated by Catherine Fanning 
as part of the Arts + Health Programme 2020 
delivered by Sligo County Council Arts Service, 
and was funded by Sligo County Council Arts 
Service, HSE West and The Arts Council of 
Ireland.

We are grateful to be recipients of the Artist 
Network Sligo/ Creative Ireland funding award, 
which funded the exhibitions ‘Plate Finds’ by 
Alison Hunter, ‘Wherever I Go, Sligo’ by Eddie 
Lee, and the upcoming ‘Where we collide’ by 
Kari Cahill – all Sligo-based artists.

The popular Postcard Fundraising Exhibi-
tion, ‘Rún’ (which means ‘secret’, as the artist 
names are obscured) feeds into the Hyde Bridge 
Gallery Emerging Artist Fund, which support-
ed ‘NINE | Mining Matter’, a recent exhibition 
reflecting the research project of the art collec-
tive, NINE (artists Helen Blake, Susan Con-
nolly, Jane Fogarty, Elizabeth Kinsella, Laura 
McCafferty, Stephanie McGowan, Celina Mul-
doon, and Kiera O’Toole). 

Kari Cahill’s exhibition, ‘Where we collide’, 
continues until 23 November. This process-led 
body of work invites viewers to experience nat-
ural landscapes through the lens of abundant 
colour locked within ecosystems that are now, 
or once were, submerged by the ocean. Opening 
on 27 November is ‘9 WALLS’ a group show 
with Donncadh O’Callaghan, Catherine Fan-
ning, Kevin Lowery, Hannah Murray, Sheila 
Naughton, Nicola Nemec, Catherine Patrick-
son, Lorenzo Tonti and Oisin Tozer. 

yeatssociety.com

‘N I N E | MINING MATTER’, installation view, Hyde Bridge Gallery, Sligo, September 2021; photography by Kiera 
O’Toole, courtesy of NINE art collective (artists Helen Blake, Susan Connolly, Jane Fogarty, Elizabeth Kinsella, Laura 
McCafferty, Stephanie McGowan, Celina Muldoon, Kiera O’Toole).

Gallery Image (L to R): Ian Calder, When the wind begins to sing, oil & charcoal on canvas, Ian Calder, Full Stretch, oil 
on canvas, Carolyn Mulholland, Humming Head, bronze; courtesy of the artists and Hamilton Gallery.



Visual Artists’ News Sheet | November – December 2021

15Regional Focus

BOG COTTAGE IS an artist collective based in the Northwest 
of Ireland, formed by us – artists Kian Benson Bailes, Orla 
Meagher, and Roberta Murray. 

After a period of living in a small, cold, cottage in South 
Sligo last year, we ended up referring to the cottage – both 
aggressively and affectionately – as Bog Cottage. Since then, 
Bog Cottage has been a place to hang out, share ideas, make 
work, discuss and see art, cook together, eat, sing, watch TV, 
swim and commune in a queer space. 

Bog Cottage wants to make big works, public works, 
works you can touch and feel. Ride in our cars, pray at our 
shrines, come to our queer sanctuary. Bog cottage makes 
works inspired and influenced by cottage crafts, and the leg-
acy of craft in rural Ireland. We feel the importance of con-
tinuing the heritage of our mothers, grandmothers, aunts and 
great aunts in our knitting, sewing and embroidery, through 
the use of handed-down textiles and tools.

Bog Cottage would not have been formed in a city in Ire-
land. We could not practice art in the same way without the 
space and economic benefits of Sligo. The region has become 
especially prevalent in all our work, and the visual language 
has manifested itself through motifs and symbols associated 
with the landscape, its history and how people navigate it. 

Work about sexuality, intimacy, sex and gender have 
become very important themes, based on our experiences of 
navigating the landscape. For example, Orla makes drawings, 
weavings, tufted hessian, and other textile works which docu-
ment queer domesticity, sex, and hairy bodies, while reimag-
ining our queer Irish ancestors and histories. Most recently 
through painting, Orla is using traditional colour theory and 
practice to inform her textile work, ultimately hoping to blue-
print or map potential queer infrastructures by building com-
munity, queer kinship and recording queer experience.

Similarly, Kian is thinking about queer domestic spaces, 
intimacy, and loneliness. What do desires look like in these 
domestic spaces? How do they reject or conform to heter-
onormative or homonormative politics? What is the visual 
language of these spaces in rural Ireland? Kian is also won-

dering about the material hierarchies of art spaces, art com-
munities and craft industries; rural Ireland and the studio as 
a site of production; and the studio as a space for learning, 
experimenting, emotional catharsis and exploration. Kian is 
interested in reproducing and expanding motifs and folklore, 
in an attempt to create alternative narratives. Through mixed 
media, digital collages and sculptural works, Kian explores 
how these types of recorded and oral histories link to the 
types of ephemeral gestures and communities organised by 
queers.

Likewise, Roberta’s practice aims to explore the relation-
ship between queer life and the rural landscape. Where do 
queer people in rural Ireland go? Where do we go to meet? 
To touch each other? To find intimacy? How does our wild, 
rough, countryside help to hide our queerness and facilitate 
our coming together? An abandoned car becomes a safe hav-
en; an empty field a meeting spot. Roberta’s sculptural tex-
tiles, hand-tufted rugs and wall hangings serve as artifacts 
– narrative pieces that catalogue the forgotten histories of 
queer intimacy in Ireland.

We see gestures and encounters with people that might be 
considered transactional, fleeting or spontaneous as markers 
that are as permanently etched into the landscape as a mega-
lith or stone wall. Our queer bodies in a rural landscape are 
noticed. This changes how we move, how we see ourselves 
and how we in turn perceive the physical and cultural land-
scapes.

Bog Cottage have begun the task of reaching out and 
using already established networks in Sligo to further our 
community. Sligo Artists Network, Artists Breakfast Club 
and Creative Ireland mentorships have become important 
infrastructure for engaging with local artists and discovering 
opportunities that we hope will facilitate exciting work and 
financially sustainable art practices.

The public sculpture, 1800-BOG-COTTAGE, will be 
included in ‘Periodical Review’ at Pallas Projects/Studios, 
which opens on 6 December 2021.
bogcottage.com

Queer Bodies, Rural Landscape 

Bog Cottage
Artist Collective

Kian Benson Bailes, woven reads, 2021; courtesy of the artist and Bog Cottage. Roberta Murray, crochet hot water bottle, 2021, wool; courtesy of the artist and Bog Cottage.

Orla Meagher, wip, 2021, oil on paper; image courtsey of the aritst and Bog Cottage.
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MIGUEL AMADO REFLECTS ON ANTON VIDOKLE’S RECENT 
EXHIBITION IN RAMPA, WHICH WAS COPRODUCED BY 
SIRIUS.

Anton Vidokle, The Communist Revolution Was Caused By The Sun, 2015, image still, HD video, color, sound, 33:36 min.; courtesy of the artist and SIRIUS.

ANTON VIDOKLE HAS been making a series of films that explore Russian 
Cosmism through cinematic devices and an engagement with biopolitics, 
universalism, revolution, and museology. His latest exhibition, ‘Citizens 
of the Cosmos’ (9 September – 16 October), was curated by myself with 
Alexandra Balona for Rampa in Porto, Portugal, in co-production with 
SIRIUS.

Russian Cosmism is a constellation of theories and projects – phil-
osophical, artistic, scientific – informed by the writings of the Russian 
philosopher, Nikolai Fedorov (1829-1903), which two of his adherents 
organised into a publishable form, resulting in the posthumous book, 
Philosophy of the Common Task (1906/13). It brings together discourses 
of Marxism, Russian Orthodox Christianity, Enlightenment, and East-
ern philosophies through the lenses of mysticism and utopia, and involves 
conceptions of technological immortality, resurrection, and space travel, 
speculating on how these might be materialised through artistic, social, 
and scientific means.

Russian Cosmism emerged in the late-nineteenth century and devel-
oped through the 1920s and 1930s, when a new generation pursued 
Fedorov’s vision. As a movement, it rejected the contemplative for the 
transformative, aiming to create a new world, and thus appealed to those 
in pursuit of a classless society after the October Revolution of 1917. It 
entered a period of relative obscurity in the Soviet territories following 
the Stalinist purges of the 1930s, and reemerged in Russia and elsewhere 
following the publication in 1979 of Nikolai F. Fedorov, an Introduction 
by the historian George M. Young. It has permeated Western intellectual 
circles in recent years, and has impacted the art scene thanks to the efforts 
of philosopher, Boris Groys.

Vidokle’s films form tableaux vivants, situated between fact and fic-
tion, reality and otherness, poetics and ideology. He shot them in Moscow, 
Siberia, Almaty and Karagandy in Kazakhstan, Tokyo, and beyond. They 

Citizens of the Cosmos

16 Exhibition Profile

If we compare an archive to a grave, then reading, or more precisely research, will be the path toward exhu-
mation, and an exhibition, as it were, the resurrection. – Nikolai Fedorov
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feature scenarios such as deserted landscapes, former indus-
trial sites, and Moscow’s Zoological Museum and Lenin 
Library. They employ local amateur actors and extras, includ-
ing artists, farmers, taxi drivers, dancers, and security guards.

The films mix voice-over narration (usually performed 
by the artist himself ), soundtracks (music, audio effects, and 
original scores – usually created by the artist Carsten Nicolai, 
a.k.a. Alva Noto), acting styles (influenced by the ‘distanc-
ing effect’ put forward by the playwright Bertolt Brecht), and 
editing techniques influenced by the Nouvelle Vague, par-
ticularly the filmmaker Jean-Luc Godard’s ‘jump cut’. They 
‘enact’ quotes from essays by Fedorov and other thinkers, and 
incorporate multiple intellectual and aesthetic references, 
ranging from Russian Constructivism to science fiction, his-
toric understandings of death and immortality to speculative 
interactions between natural phenomena and societal trans-
formations.

This Is Cosmos (2014) introduces the cosmos as not only 
outer space, but something involving invisible cosmic ener-
gies moving through the currents of terrestrial-aquatic ecol-
ogies, both within our bodies and as part of our everyday 
lives. The Communist Revolution Was Caused by the Sun (2015) 
meditates on the philosophical and political semblances 
between Russian Cosmism and Communism, as well as the 
sun’s impact on history. Immortality and Resurrection for All! 
(2017) considers the museum as a site of resurrection, looking 
at practices and techniques of collection and conservation as 
means for the material restoration of life. 

Citizens of the Cosmos (2019) continues with key topics 
previously examined, now specifically through references to 
the 1921 ‘Biocosmist Manifesto’ penned by the poet Aleksan-
dr Svyatogor (1889-1937). It presents an imagined commu-
nity articulating the ambitions of Biocosmism – immortality, 
technological resurrection, and interplanetarism – through 
the regenerative and transformative potential of blood trans-
fusion. The film is set in contemporary Japan, using urban 
shrines, cemeteries, a crematorium, tatami rooms, a bamboo 
forest, a natural gas-fueled power plant, and city streets as its 
open-air stages. These locations serve as backdrops for dream-
like scenes, including funerary processions, demonstrations, 
the danse macabre, the cremation bone-picking ceremony, 
attempts to communicate with the dead using stethoscopes, 
and a theremin orchestra recital.

In tracing the history and contemporary relevance of Rus-
sian Cosmism, Vidokle’s films position it as a precursor to 
more recent movements such as transhumanism –centering 
on the enhancement and rejuvenation of the body through 
biological and technological prostheses – artificial intelli-
gence, and genetic programming. They show examples by 
artists, writers, and scientists committed to bringing ances-
tors back to life, thereby erasing death in the evolutionary 
process – for example, the biophysicist Alexander Chizhevsky 
(1897–1964), who designed an aero-ionisation apparatus to 
prolong the lives of his peers.

The sensorial and regenerating qualities of the films them-
selves attune to the principle of the transcendental and the 
emotional impacts of art, whose invisible energy affects us in 
indeterminate ways. For example, This Is Cosmos addresses the 
health benefits of the color red for animal and human cells; 
The Communist Revolution Was Caused by the Sun resorts to 
elements of clinical hypnosis that are commonly employed 
to break addictions; and Immortality and Resurrection for All! 
uses flashing light at 40 Hz to improve memory for Alz-
heimer’s patients, a  frequency believed to directly commu-
nicate with brain cells. As an audience, our relationship to 
art becomes one of reciprocity, intimacy, and symbiosis as the 
interactions between us and the works reverberate.

Vidokle’s films appear in an era of growing investment, 
both private and public, in extraplanetary prospecting, 
geo-engineering, atmospheric manipulation, cryonics, and 
genetic and artificial intelligence experiments. They elucidate 
how Russian Cosmism aims to overcome time-space finitude 
through cooperative, creative endeavors toward a ‘more-than-
human’ universalism and propose critical perspectives that 
enact a sense of hopefulness in the face of a general decline 
of reason.

Miguel Amado is a curator and critic, and director of 
SIRIUS, Cobh, County Cork. Anton Vidokle, This Is Cosmos, 2014, image still, HD video, color, sound, 30:19 min.; produced by Asakusa, courtesy of the artist and SIRIUS.

Anton Vidokle, Citizens of the Cosmos, 2009, image still, HD video, color, sound, 28:10 min.; courtesy of the artist and SIRIUS.

Anton Vidokle, Immortality and Resurrection for All!, 2017, image still, HD video, color, sound, 34:17 min.; courtesy of the artist and SIRIUS.
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Amongst the Daughter:
Offsets Spilling Forth
JENNIE GUY CONTEXTUALISES CECILIA BULLO’S RECENT SOLO 
EXHIBITION AT HILLSBORO FINE ART.

WITHIN THIS SPACE there is no avoidance. There is a con-
frontation, pure and distilled. The feminine is synthesised 
through worrying thoughts, far reaching oppressions and 
gynocentric victories. This subject is mobile and furtive – 
there is a protagonist, but she is only sensed through a layered 
mythology crystalised in a myriad of forms. Bullo provokes 
us to enter her burgeoning manifesto, and to engage with 
her past and her future. It is rare to coexist with a system of 
objects and ideas working so fluidly together, communicating 
on multiple levels, verging on the psilocin. 

We navigate between cast breathing vessels, twisting tub-
ing, sacrificial entities, the protective gaze of Medusa heads, 
frozen hand gestures, reconfigured Belarmine jugs and other 
feminist symbols championing women fighters who crouch 
ready for battle, poised deep in our collective psyche. Despite 
the dystopia conjured through the exhibition’s title, it is a cure 
that Bullo offers, a rhizomatic potential materialised through 
the aggregation of forms that appear both familiar and for-
eign, sometimes spectral while often openly autobiographic. 
Depending on how we relate with these hidden anecdotes, we 
might discover that the exhibition offers a positive forcefield, 
an apotropaic witches’ brew that pulls us close to abuse and 
trauma in order to return us to the comforting all-ness of the 
everyday.

Bullo’s radicalism is persistent. It is asserted through a host 
of shape-shifting forms that come into being through deep 
experimentation shaped by strong instincts. If intricate por-
celain and casting constitute a sort of ground, an expansive 
catalogue of other materials unsettles the sculptural trajec-
tory of ‘Bleach Those Tongues’, and beckons towards a more 
unstable media assemblage. Each element claims individu-
ality but simultaneously betrays a desire to join the growing 
procession that has gathered momentum through the wider 
installed environment. 

There is a physical wanting stirring through these objects, 
but as we are lulled by the tactile pull of the material, we 
are distracted by whispers of alternate stories. Masked female 
luchadores displace a religious bigot on a series of suspended 
vessels, claiming a revisionist perspective in which anything 
is possible. Bullo wordlessly narrates a movement through 

these histories, frequently converging on questions of ritual 
and sacrifice. Is it the artist herself who is the rabbit, the lim-
inal daughter who takes centre stage within the exhibition? 
Or are we all these daughter-offsets, spilling forth from rigid 
fur to be reconfigured through aloe vera castings traced back 
to Bullo’s grandmother’s garden in Rome via Circeo?

These elements are companion pieces, a growing index of 
the lifetime research and experience of the artist. They breathe 
together, warding off evil and taking a stance for women in 
societies both ancient and emergent. Bullo presents this exhi-
bition as a method through which to persevere through this 
confrontation, by moving forwards and backwards, forwards 
and backwards. The ebb and flow of the movement is viscer-
al and strong but never too heady, particularly as the vector 
is propelled by a seemingly impossible productivity. She will 
never stop making. 

It is when we sense this urgency to create that we come 
closest to Bullo’s concerns of the threats and abuses that 
women suffer. The difficult terrain challenges psychologies of 
what constitutes the feminine. In order to progress, we pass 
through sacrificial temples, femicide locations and person-
al sacred spaces. There are borders that are traversed, again, 
forwards and backwards, forwards and backwards. This pulse 
resurrects hope. Bullo pushes us through, breathing force and 
life into every crevice of the world around us. 

Jennie Guy is based in Dublin, where her practice has 
evolved through a combination of curatorial, artistic 
and research-based projects. 

Cecilia Bullo’s ‘Bleach Those Tongues: Dystopian 
Assemblages’ ran at Hillsboro Fine Art, Dublin, from 
8 July to 7 August.
hillsborofineart.com

Cecilia Bullo, I was once a Liminal Daughter, 2021; photograph by Aoife Herrity, courtesy of the artist and Hillsboro Fine Art. Cecilia Bullo, An implacable necessity of liminality, 2021; photograph by Aoife Herrity, 
courtesy of the artist and Hillsboro Fine Art.

Cecilia Bullo, Bitch Falcon – APPARATUS, 2021; photograph by Aoife Herrity, courtesy of 
the artist and Hillsboro Fine Art.
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Emma Wolf-Haugh, ‘Domestic Optimism’, exterior view, Project Arts Centre; photograph by Louis Haugh, courtesy the artist and Project Arts Centre.
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Joe Caslin, Counterpart
Ulster Museum, Belfast
6 September – Ongoing

IN A MONTH that has seen Christo and Jeanne-
Claude’s magnificent wrapping of L’Arc de Tri-
omphe in Paris, the facade of one of Belfast’s 
most iconic buildings has also been the subject 
of an artistic intervention. Spanning over 25 
metres across the cantilevered exterior of the 
Ulster Museum, Counterpart by Dublin-based 
street artist, Joe Caslin, is a visually striking and 
thought-provoking new exploration of life, cul-
ture, and society in Northern Ireland.

The work was commissioned through 
the Nerve Centre’s ‘Making the Future’ pro-
gramme, delivered in partnership with Nation-
al Museums NI, PRONI, and the Linen Hall 
Library, and supported by the European Union’s 
PEACE IV Programme. Through this project, 
Caslin worked with members of the public to 
explore the nature, purpose, and impact of street 
art, whilst also considering the work of artists 
who address political division within their work. 
Counterpart is the visual culmination of these 
illuminating workshops and conversations with 
the people of the city.

Political engagement is at the core of Caslin’s 
practice, with previous works exploring pressing 
societal issues such as suicide, drug addiction, 
marriage equality, mental health, and the effects 
of the COVID-19 pandemic on young people. 
To residents of Belfast, he is perhaps best known 
for his five-storey mural of a married lesbian 
couple kissing, installed in the city’s Cathedral 
Quarter as part of the 2016 Pride celebrations. 
The artwork was a powerful statement about 
the country’s marriage equality legislation at the 
time, and Caslin’s return to Belfast is certainly a 
welcome one.

Rendered in the artist’s signature pencil 
sketch aesthetic, Counterpart depicts a young 
man facing forward; one hand in a clenched 
fist on his lap, another cradling a bird, and an 
inexplicable third arm outstretched to his side. 
A fourth arm – the only one appearing not to 
belong to the man – grips and pulls at the corner 
of his t-shirt.

Installed in the glass foyer of the museum is a 
smaller scale version of the image, which helpful-
ly addresses much of the symbolism in the work. 
The aforementioned tugging arm represents the 
past, referencing how one can feel restricted by 
external pressures and one’s own heritage, whilst 
the clenched fist shows strength in challenging 
these forces. The two birds present in the work, 
rendered particularly beautifully, are in fact rose-
ate terns – a rare and endangered seabird that 

migrates to Northern Ireland every year. One is 
in flight whilst the other nestles in the palm of 
the young man, simultaneously referencing the 
resilience of this small bird and the nurturing 
contemporary environment of Northern Ireland.

If the young man is resisting the pressures of 
the past and seemingly nurturing the present, 
one can determine that the outstretched arm is 
representative of the future, its palm empty in an 
optimistic embrace of the unknown, depicting a 
future which any viewer of the work can place 
themselves within.

With these themes in mind, the Ulster 
Museum is in many ways the ideal site for the 
mural, with its architecture (and indeed the col-
lections within) blending the historic and the 
contemporary. Its brutalist-style architectural 
elements are unapologetically distinct from the 
Neoclassicism of the original building, yet they 
rely on the existing structure for support. One 
cannot exist without the other, and whilst by no 
means seamless, there is a harmony to the overall 
design.

The gravitas of Counterpart’s institutional set-
ting is also interesting to consider. Street art has 
its roots in guerrilla methods of artmaking, often 
installed without prior notice or permission, and 
one may consider how the agency of such works 
is lost when artists are invited by institutions to 
make these interventions on their own walls. 
Conversely, having the work on such a prom-
inent building undeniably gives it an unparal-
leled platform to spread an important intergen-
erational message to residents of the city that 
could otherwise risk being overlooked. 

Now more than ever, and with COVID-19 
restrictions denying access to so many of the 
city’s much-loved arts spaces over the past 
18 months, projects like this are a vital way of 
bringing art – and the urgent issues it explores 
– into public conversation. However, like the 
majority of Caslin’s street art, Counterpart is 
only temporary, fabricated with a biodegradable 
material which will wash away in rainfall. This 
impermanence is part of the beauty of the work, 
and one can be confident that the message of 
Counterpart will have a lasting impact beyond 
its physical presence on the Ulster Museum’s 
exterior.

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

Joe Caslin, Counterpart, installation view, the artist at the Ulster Museum, 2021; photograph by the Ulster Museum, 
courtesy the artist, the Ulster Museum and the Nerve Centre.

Joe Caslin, Counterpart, installation view, close-up shot, 2021; photograph by the Ulster Museum, courtesy the artist, 
the Ulster Museum and the Nerve Centre.

Joe Caslin, Counterpart, installation view, 2021; photograph by the Ulster Museum, courtesy the artist, the Ulster 
Museum and the Nerve Centre.

Joe Caslin, Counterpart, installation view, close-up shot, 2021; photograph by the Ulster Museum, courtesy the artist, 
the Ulster Museum and the Nerve Centre.
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Pigsy, ‘Catharsis of Collapse’
Kenmare Butter Market
2 September – 2 October 2021

THE KENMARE BUTTER Market is a new con-
temporary art space in an old building. Having 
gone through many transformations and com-
manding a strategic location in the town mar-
ket square, it has been given a new lease of life. 
Older generations remember it fondly from the 
‘ballroom of romance’ era, and many of us locals 
learned Irish dancing there during the 1980s, 
when it was called ‘The Silver Slipper’. It is good 
to see it reimagined and again becoming a cul-
tural focal point, open to the public to enjoy and 
explore. On entrance to the Kenmare Butter 
Market’s second exhibition, ‘Catharsis of Col-
lapse’ by Dublin-based artist Pigsy, one is greet-
ed by a vibrant, expansive collection of paintings 
in a bright, spacious warehouse setting. 

The exhibition comprises eight large-scale 
and eleven medium-sized works in mixed 
media, accompanied by a series of smaller 
framed sketches; thoughtfully positioned, they 
command the entire space. To the rear, behind 
a partition in the ‘old stage’, are two square can-
vases and a video projection documenting the 
artist’s process. Printed reproductions of three 
older paintings – Cyberpunks, Clown SP58 and A 
Nation of Fools – and one pizza box collage hang 
near the coffee dock. The collection, ‘Catharsis 
of Collapse’, was painted while the artist was 
on a year-long residency at La Casa Amarilla 
in Spain. Three of the paintings were complet-
ed in Ireland. The theme of the exhibition is a 
personal journey, told primarily through a series 
of five large works – ‘The Catharsis’, and one 
special painting, They Will Judge, symbolising the 
‘The Collapse’. In addition, there are three small 
sculptural assemblages, made from old tins, 
spray cans and studio detritus, that reveal a sense 
of humour and playfulness, adding a piquant fla-
vour to the show.

Ciarán McCoy, formerly an architect, paints 
using the alias ‘Pigsy’, possibly a tongue-in-
cheek allude to Banksy and an hommage to 
the street art movement. Bold brush strokes, 
smeared paint and emotionally charged subject 
matter dominate the work. A variety of medi-
ums are used, including acrylic, oil, spray paint, 
enamel, and even some more nondescript sub-
stances. The paintings are full of symbolism, 
heads, skulls, hands, outlines of shapes and 
words which have been overlaid and inscribed 

into and onto the canvases. They seem to be try-
ing to make and decode meaning simultaneously 
and there are no quiet moments in these works. 
Simple forms dominate each composition, while 
patches of bright colour and lines mark out 
the subjects. Collage is also a part of the pro-
cess, with castoff sketches sometimes winding 
up on a canvas. The artist appears to get lost in 
the action and somehow tries to dissociate from 
his conscious self, almost using a process of ‘free 
association’ when painting1.

The work seems most obviously aligned with 
neo-expressionism, a movement that experi-
enced a collapse of its own during the 1980s. The 
social and economic value of this movement has 
been hotly debated. Within the context of post-
modernism, it has been heavily criticised for its 
intense subjectivity, surface-orientated banality 
and use of pastiche. ‘Catharsis of Collapse’ there-
fore seems nostalgic, and it is difficult not to see 
superficial echoes of Jean-Michel Basquiat in 
this exhibition. Though largely autobiographical, 
some political and cultural content has also been 
referenced, evident in Never Leave and Insatia-
ble Greed for instance, but no particular stance 
is taken, and the world is simply depicted as it 
exists, in all its ugliness and harshness.

This world is experiencing huge change and 
this change is presenting opportunities for new 
formats to make and manage art and artists. It 
is a challenging but exciting time. Painting is 
asserting itself within this context, and its sur-
vival ultimately depends upon the production 
of a continuing stream of important paintings. 
‘Catharsis of Collapse’ makes a brave and bold 
personal statement, but it does not make any 
new twists or turns. While this exhibition may 
not be part of the paradigm shift that is occur-
ring presently, it does feel good to see a show of 
this magnitude in a small town in rural Ireland. 

Mieke Vanmechelen is a film artist from 
Kenmare, currently based between Kerry 
and Dublin.
miekevanmechelen.com

Notes:
1Free association is a practice in psychoanalytic therapy in 
which words or images are used to suggest other words or 
images in a nonlogical way.

Installation view, They Will Judge, 2021, Kenmare Butter Market; photograph by John O’Connor, courtesy of the artist 
and Kenmare Butter Market.

Pigsy, My Parietal Marks, 2021, mixed media on canvas; photograph by Pablo Asenjo, courtesy of the artist and 
Kenmare Butter Market.

Pigsy, My Figural Cave, 2021, mixed media on canvas; photograph by Pablo Asenjo, courtesy of the artist and Kenmare 
Butter Market.

Installation view, Walk Your Way, 2021, Kenmare Butter Market; photograph by Roman Puech, courtesy of the artist 
and Kenmare Butter Market.



Visual Artists' News Sheet | November – December 2021Critique

‘Queer Mind, Body and Soul’ 
National Gallery of Ireland
30 July – 17 October 2021

FOR ANYONE WHO’S been tuned into Ireland’s 
cultural landscape lately, it’s been hard to miss 
the volume of queer-themed exhibitions in cir-
culation. Whatever has inspired this cultural 
awakening, it’s refreshing to see that this has not 
been confi ned to urban centres, with a range of 
thought-provoking group exhibitions being pre-
sented across the country, including Ballina Art 
Centre’s ‘I Am What I Am’, curated by Sinéad 
Keogh, and Luan Gallery’s ‘Queer As You Are’. 
However, it’s not only public galleries; other 
institutions and museums are also responding 
to this cultural zeitgeist. Notable recent exam-
ples include ‘Living with Pride’, an exhibition of 
photographs from the Christopher Robson col-
lection at the National Photographic Archive; 
Cork City Library’s ‘Cork Queeros: Portraits of 
a Community’ from the Cork LGBT Archive; 
while IMMA has turned a queer lens upon their 
permanent collection with the current exhibi-
tion, ‘Th e Narrow Gate of the Here-and-Now: 
Queer Embodiment’.

If one had predicted queer-themed shows 
being so commonplace, one surely could not 
have envisaged the National Gallery of Ireland 
(NGI) becoming the site of an ambitious and 
explorative inquiry into contemporary queer 
culture and representation. However, this year’s 
off ering from the gallery’s Apollo Project, 
‘Queer Mind, Body and Soul’ in the Millenium 
Wing Studio, is a radical departure from NGI’s 
traditionally conservative programming.  

Th e presented body of work – which incor-
porates sculpture, spoken word, dance, painting, 
collage, drawing, photography, amination and 
embroidery – has been developed by 16 young 
people as part of the Gaisce ‘LikeMinded’ initia-
tive. Th is initiative brings together LGBTQIA+, 
gender non-conforming people and their allies, 
to provide a peer support network, enabling 
them to work collaboratively to realise their 
full potential in participating in the President’s 
Award. 

Th e show bucks the trends of many other 
galleries by resisting a retrospective approach; 
instead, it is guided by the participants to pro-
duce progressive, contemporary refl ections on 
society. Th e group of 16 to 20-year-olds worked 
with artist Shireen Shortt to develop work that 
they felt would refl ect their own identity and 
experiences as LGBTQIA+ people. In develop-
ing the project, the group also undertook to cre-
ate work that would challenge as well as inform 
wider society about the struggles still faced by 
the community. Whilst most of the work was 
made in isolation during lockdown, the indi-

vidual pieces meld together seamlessly to create 
a strong and articulate discourse on the need 
for visibility and representation, as well as the 
oppression still faced by LGBTQIA+ youth. 

Beth Stallard’s project, ‘Us’, succinctly encap-
sulates these concerns. A beautifully adorned 
mannequin displays troubling statistics on 
homophobia, coupled with personal accounts of 
abuse, hung from rainbow threads. However, the 
arresting eff ect of this work is off set by a com-
panion wall-mounted piece, displaying positive 
aspirations and expressions of solidarity, gained 
through peer support. 

Other presented works serve to convey posi-
tive messaging, coupled with the more hard-hit-
ting truths of queer life. An evocative series of 
portraits, ‘Acceptance’ by Béibhinn Collins, 
depicts the journey from confusion (in real-
ising their queer identity) to the clarity that 
comes from accepting their true being. Similar-
ly, Enzie’s fi lm, Empathy, pairs dance with ani-
mation to create an intimate portrayal of how 
the struggle for acceptance can impact mental 
health.  

Some of the young artists choose not to hold 
their punches in confronting diffi  cult issues. In 
their poetry, Elijah Th akore writes unapolo-
getically about sexual abuse and the complex-
ities of same-sex intimacies, while Roibeárd Ó 
Braonáin’s installation, Blood, takes on the more 
politicised topic of blood donation. Highlighting 
the restrictions imposed upon men who have sex 
with men, the display consists of four blood bags 
alongside an oversized calendar, demonstrating 
the quantity of blood these men can donate 
during the arbitrary one-year abstinence period. 
In contrast, Proud Minds by A, demonstrates the 
visual diversity of queer people, while displaying 
metaphoric unity through a rainbow-coloured 
brain.

Although some of the work occasionally 
comes across as oversimplifi ed, the overall proj-
ect is a resounding success. Th e work addresses 
all of the issues laid out in the group’s mission 
statement, conveying the experiences of the 
young LGBTQIA+ people with depth and sin-
cerity. Its delivery translates intergenerationally 
in an accessible and engaging manner, so as to 
educate the broader public. Hopefully, this show 
will herald similar ventures by the National Gal-
lery, as it is a very welcomed departure from the 
‘norm’.
Hannah Tiernan is the Editorial Assistant 
with GCN Magazine and Queer 
Programme Manager with the Museum of 
Everyone.

Elĳ ah Thakore, Captive, video still, 2019; image courtesy of the artist and the National Gallery of Ireland. Beth Stallard, Us, photography and recorded refl ections, 2019; image © the artist, courtesy of the artist and the 
National Gallery of Ireland.

Clodagh, Wearing Your Heart on Your Sleeve, mannequin, papier-mâché, 2019; image © the artist, courtesy of the 
artist and the National Gallery of Ireland.
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Abigail O’Brien ‘Justice – Never Enough’
Highlanes Gallery (offsite)
4 September – 15 October 2021

ABIGAIL O’BRIEN’S SOLO exhibition, ‘Justice 
– Never Enough’, was a part of the Highlanes 
Gallery programme for Drogheda Arts Festival 
2021. Installed in a former Methodist church, 
directly across the road from the main gallery, 
this exhibition comprises 12 photographic 
works and a sculptural installation accompanied 
by a recorded song. ‘Justice – Never Enough’, 
concludes a 15-year project in which the artist 
has explored gender through the four Cardinal 
Virtues – Prudence, Temperance, Fortitude and 
lastly, Justice.

This body of work pivots on a cocktail of 
James Bond one-liners, the Aston Martin car 
and the MeToo movement, with Harvey Wein-
stein literally at the centre of the space. The 
central sculptural piece is a carcass of an Aston 
Martin Volante, likely to have lived during the 
2000s. Raised by a modest platform on wheels, 
the work is titled Harvey, 2021. We can guar-
antee the car has been in a crash because rarely 
would a car of this calibre wind up dumped; the 
smashed windscreen and deflated airbag con-
firm the final days of this luxury object.

The retrofitted upper floors (of what was 
originally a high-ceilinged church) hover over 
the parameters of O’Brien’s sculpture. A heav-
enly gap in the upper floors makes it seem as if 
the car has either fallen from the sky or is about 
to ascend upwards. Either way, as we know it, 
the car is dead. It is hemmed by images depict-
ing what it was made to be – a fast, sharp con-
vertible car that strongly references the fictional, 
womanising secret agent, James Bond. The walls 
are generously populated with equally sized 
photographic works. Edging on the hyperreal, 
each photograph shows the Aston Martin in its 
pre-state, well before its death. Parts and sec-
tions of perfect machinery fill the compositions, 
each frame echoing the paint job and polished 
finish of luxury cars. Exaggerated colour, shine 
and form bring pornographic interpretation into 
reach. 

Seeing such close monitoring of production 
makes me think of Tacita Dean’s Kodak (2006). 
Dean’s looped film of the production of black 
and white film in the Kodak factory in France 
differs in concept yet potentially shares the close, 
fascinated, observation of the steps to produce 
what is typically visible upon completion only, 
with an effort to capture what is redundant in 
relevance or in use.

Each photograph’s title, which are also quotes 
from James Bond films, features somewhere 
in the image. One sees misogyny disguised as 
charm, poor humour presented as smart wit, and 

most of all, unchecked toxic masculinity that 
continues to roam living rooms and cinemas on 
repeat.

A car, displayed off-road, static and sculptural, 
has undeniable impact. It is curious that such an 
unforgiving form can work so well as sculpture. 
Luxury cars are at home when on show and, in 
that, they have a distinctive set of associations 
with wealth and power. Chris Burden’s Porsche 
with Meteorite (2013) comes to mind, a work 
that empowers and expands a vintage luxury car 
even further by weighting it against a meteor-
ite. Generally, a familiar vehicle that demands 
observation instead of use can effectively set 
the scene for re-examination, re-imagination or, 
more directly, an indulgence in metaphor.

Here, we have metaphor multiplying met-
aphor. The sculptural work, Harvey, sliced on 
one side, cobwebbed and likely to have been 
mugged of its remaining valuable parts, appears 
monstrous, as well as dead. A steadily looped 
song, Justice – Never Enough by James O’Neil of 
Bitches and Wolves, blasts from its immediate 
surroundings. The song fills the space to match 
what seems to be a mixture of beauty and dis-
grace. Seeping through is the frustrated asser-
tion of deprivation of justice for victims of rape, 
sexual abuse, harassment, assault, violence and 
trafficking.

This exhibition offers multiple facets of the 
Aston Martin which sustains a richness and 
buoyancy. One can move between marvelling 
at a car in production, to being hit by a quote 
such as “put your clothes back on and I’ll buy 
you a lollipop”, all the while a wreck in the room 
lingers. So, circulating versions of one particular 
thing is effective, but the repetition of the Aston 
Martin can be jarring. It starts and ends as met-
aphor which can skirt around an opportunity to 
unpack the complexities and details of the issue 
it is addressing. Voice, symbol and metaphor of 
the male has the floor. This is clearly intentional, 
but textures of multiple voices are missed. An 
absence that does work is the lack of figuration. 
Only objects are visually depicted and this car-
ries the show. It makes space for a sort of reset 
button on the identity of the Aston Martin. The 
car is laid out in a range of states: vulnerable, 
pregnant and morbid. Never revealed in full, 
it feels ready to be reframed by a new driver. 
This offering rattles in the space of justice, not 
enough but making useful noise.

Jennie Taylor is an art writer living and 
working in Dublin. 
jennietaylor.net

Abigail O’Brien, Put Your Clothes Back On And I’ll Buy You A Lollipop, 2021, Archival Print, installation view, former 
Methodist Church, Laurence Street, 2021; photograph courtesy the artist and the Highlanes Gallery.

Abigail O’Brien, This Time I’ve Got The Toys And I Know How To Use Them, 2021, Archival Print, installation view, 
former Methodist Church, Laurence Street, 2021; photograph courtesy the artist and the Highlanes Gallery.

Abigail O’Brien, Harvey, 2021, Aston Martin Volante, dimensions variable, installation view, former Methodist Church, 
Laurence Street; photograph courtesy the artist and the Highlanes Gallery.
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Emma Wolf-Haugh ‘Domestic Optimism’
Project Arts Centre
2 September – 30 October 2021

EMMA WOLF-HAUGH PEELS open a multi-lay-
ered examination of modernism through the 
dark prism of a short encounter between the 
Irish furniture designer Eileen Gray and Le 
Corbusier, the celebrated Swiss-French pioneer 
of modernist architecture. Wolf-Haugh, a queer 
woman and artist reflects on Gray’s life, work, 
and lesbian lifestyle in early-twentieth-century 
Paris in parallel with examining Le Corbusi-
er’s predatory and contradictory persona and 
his tangential legacy that influenced the 1960s 
social housing development of high-rise Bally-
mun. Comprising video, hanging screens, card-
board cut-outs, billboards, badges, collages, zines 
and cushions positioned around the gallery, the 
exhibition succeeds in reconciling the huge vol-
ume of content and material, galvanised through 
Wolf-Haugh’s lateral instinct for making things, 
exceptional writing, a consummate performance 
skill, dead pan humour and abundant pathos. 

Various narratives unfold in different object/
image/video/text manifestations, the central one 
being the video piece, Domestic Modernism, Act 
One: Modernism – A Lesbian Love Story which 
is made up of three individually titled segments, 
filmed in what looks like a set for your typical 
Saturday night TV entertainment with a glit-
tering tinsel curtain and Soft Modula hanging 
screens for added effect (made in the mode 
of Gray’s signature form for design interiors). 
Front and centre is a stand-up microphone, 
behind which the artist appears, comically wear-
ing a military-style denim jumpsuit, corps hat 
and aviator sunglasses while standing, jumping, 
dancing, miming, and ‘signing’ along with the 
voice-over narration. 

The videos are edited to cut back and forth 
between wide and medium views of Wolf-
Haugh performing at the microphone and 
close-up shots of a table placed in the set with 
the backdrop visible. The table is populated by 
hand-sized upright cardboard cut outs, featuring 
an array of left-bank lesbians from 1920s Par-
is and items of Gray’s furniture designs. For a 
moment, the intense close-up predicts an ani-
mated stop motion sequence, but instead the 
artist opts to manually reach into the frame to 
move the cut-outs in quick time to match the 
narrative. 

The first segment, Campaign Chair, sketches 
Gray’s privileged background that allowed her 
furniture to fit neatly into the established impe-
rialism of her time. The camera pauses on one 
of Gray’s signature chair designs (cut-out) while 
a female narrator’s tannoyed voice didactical-
ly instructs: “Do take a seat and question this 
chair’s connection to imperialist obsession with 
domination…”. This is followed by a male nar-
rator, speaking with unambiguous authority in 
a polished British accent: “Campaign Furniture, 
Educational Presentation, by the Lesbian Her-
story Projects…”. Their voices are augmented 
by electronic vocal effects, complimented by a 
pleasant electronica, in the style of the Tomor-
row’s World soundtrack. The segment evolves 
into a pulsating piece of spoken word poetry, 
using repeating parallel structure, rhythm and 
intonation to excellent effect. The tempo surges 
towards a crescendo of reverberation as the male 
voice repeats in finale, “Modernism and Colo-
nialism”, over and over and over.

In the second segment, E1027, Wolf-Haugh 
outlandishly explains their earnest assertion of 
Le Corbusier’s ultimately unreconciled desire to 
be a lesbian, theorising that it led to his delib-
erate vandalisation of Gray’s ‘lesbian house’. 

Wolf-Haugh backs up this thesis by pointing 
to the hypocrisy between this act and his pub-
lished manifestos about ‘hygiene’ in architecture. 
Despite being hysterically funny and potentially 
libellous, the artist’s writing is taut and mea-
sured. A critique of Le Corbusier and his ‘genius’ 
is delivered in a dead-pan and faintly scandal-
ised, working-class Dublin accent, accompa-
nied by an improvised ‘signing’ of key words in 
the script: ‘Lesbian’ – a flurry of hands waving 
inward towards the lower torso; ‘Genius’ – the 
right hand to the head that launches upwards 
with the fingers splayed out like a firework. 
Wolf-Haugh irreverently quotes ‘Corbu’ direct-
ly, impersonating him in a deep seedy voice with 
the same Dublin accent: “wimmin lovin wim-
min, dats what appeels to me…”.  

The third segment, Gertrude Stein’s Portrait 
Chair, is a surreal and bizarre description of a 
1920s lesbian salon in Paris, where the guest’s 
personal lives (named actual literary and arts fig-
ures) are indiscreetly historicised by the narrator 
(in a serious historian voice). They recount how 
they all, one by one, become entangled in the 
tapestry of the said chair, causing them to trans-
form into a single heaving tangled blob. 

Wolf-Haugh’s evident performance skill and 
comic ability is kept in check by the tragedy that 
underpins the writing, mirrored by the everyday 
compensatory strategies women employ to pre-
vail in a society rife with misogynism. The over-
riding sense of being serious but not taking itself 
too seriously harks back to 1980s political action 
in art, from the Guerrilla Girls to Keith Har-
ing. With sharp concepts and biting humour, 
Domestic Optimism, Act One, Modernism – A 
Lesbian Love Story is a powerful and significant 
addition to the canon of Irish contemporary art 
and has been acquired by both the Arts Coun-
cil of Ireland and the Irish Museum of Modern 
Art. 

Carissa Farrell is a writer and curator 
based in Dublin.

Emma Wolf-Haugh, ‘Domestic Optimism’, installation view, Project Arts Centre; photograph by Louis Haugh, courtesy the artist and Project Arts Centre.

Emma Wolf-Haugh, ‘Domestic Optimism’, installation view, Project Arts Centre; photograph by Louis Haugh, courtesy 
the artist and Project Arts Centre.

Emma Wolf-Haugh, ‘Domestic Optimism’, installation view, Project Arts Centre; photograph by Louis Haugh, courtesy 
the artist and Project Arts Centre.



RÓISÍN KENNEDY’S ART & The Nation State is an important 
book. It covers the tumultuous period of the founding of the 
Irish Free State in 1922, through decades of soul searching 
regarding Irish identity expressed through the visual arts and 
criticism, to a cultural reassessment in the 1960s and 1970s 
that coincided with a move from modernist painting to post-
modernist practices and concerns. It ends with a discussion of 
the Irish Exhibition of Living Art (IELA) in 1972, a marker 
for this decisive change of direction in Irish art. It is well 
researched and written in clear, jargon-free, language, which 
makes it eminently accessible to those with an interest in 
Irish art and culture.

The author brings a significant amount of expertise to the 
project as a well published scholar, a former Jack B. Yeats Fel-
low at the National Gallery of Ireland and a lecturer for many 
years at University College Dublin, with a PhD in Irish art 
criticism. The relatively narrow timeframe selected facilitates 
focus on key issues and their socio-political background in 
some depth, illustrated through a series of case studies. This 
strategy allows the author to bring more nuanced viewpoints 
to often complex and conflicting issues. Furthermore, the 
decision to focus exclusively on the reception of modern 
art from the foundation of the Irish Free State makes this 
a unique contribution to Irish art history. Key points in the 
text assess the cultural climate for artistic production, the 
activities of an elite group of pro-modernist collectors who 
were able to dominate the scene in the face of an indifferent 
government, the revamping of art education, and the position 
of female artists. The various tensions between different artist 
groups, art institutions, critics, the State and the public are 
explored as Ireland grappled with similar tensions to those at 
an international level regarding modernism’s ‘universal’ values 
and the broader reach of postmodernism that embraced con-
ceptual, social and political issues. This is not art history pre-
sented as a seamless, uncontested narrative, but as it should 
be, with conflicts and different points of view laid bare.

The book is organised around five chapters: Censorship: 
Nationalism and Public Art; Endorsement: The White Stag 

and Jack B. Yeats; Promotion: Making a Reputation in the 
Post-war Art World; Negotiation: Cosmopolitanism and 
Provincialism; and Facilitating: Women and Modernism in 
Irish Art. Although very well produced, the author’s fine text 
is poorly served by the quality of the images, all in black and 
white. With current technology it seems extraordinary that 
publishers continue to produce art books without colour, and 
of poor quality. This seriously undermines the reader’s ability 
to discern critical points made with images, chosen by the 
author, to illustrate them. One might add that given the price 
of the book at £90, this is even more disappointing.

Space in this short review does not permit more than a 
brief indication of some of the fascinating material provided. 
One of these is the author’s acknowledgement of the dom-
inance of the Anglo-American model of modernism in the 
late 1960s and 1970s, which then shifted to that of America 
almost exclusively. She outlines the dramatic changes which 
took place at this time internationally, as modernism was 
gradually replaced with postmodernism. The contributions, 
from different perspectives, of the artist and critic Brian 
O’Doherty, and the Irish-American critic and curator James 
Johnson Sweeney, are discussed perceptively at some length. 
While one may not agree with all of the author’s conclusions 
regarding O’Doherty’s 1971 ‘Irish Imagination’ exhibition, to 
which she devotes many pages, it is nevertheless to be wel-
comed that her close analysis is presented for readers to form 
their own judgements. 

Although the Cold War and the propagandist nature of 
American sponsorship of exhibitions in Ireland (including 
the first ROSC exhibition in 1967) and Sweeney’s involve-
ment is mentioned, it is a pity that this important aspect of 
the period was not elaborated upon more, given the signif-
icant role it played in embedding the American model of 
modernism in Irish art1. Aside from this, Kennedy makes 
long overdue space available for a discussion of Irish artists 
who from early on embraced the new dispensation of post-
modernism to include political material in their art at a par-
ticularly difficult time, as violence raged just 100 kilometres 

Róisín Kennedy, Art & The Nation State: The Reception of Modern Art in Ireland, 2021; image courtsey 
Liverpool University Press.

Art & The Nation State: The Reception of Modern Art in Ireland
Róisín Kennedy
Liverpool University Press, 2021, 304 pp.

north of Dublin, in Northern Ireland. 
This was particularly evident in the 1972 Irish Exhibition 

of Living Art which was dominated by political works refer-
ring to Northern Ireland. As she notes, Irish critics, muse-
ums and collectors in the Republic chose to ignore this work 
altogether, or to ignore the political aspects of work by artists 
such as Robert Ballagh, while praising it for its avant-gar-
de approach. This, she correctly argues, was due to the per-
sistence of a modernist idea of the autonomy of art with 
its concomitant prohibition of such material. This schism 
between modernist and postmodernists was to continue until 
the international collapse of modernism in the late 1970s.

The position of female artists is another welcome contri-
bution of the book. In spite of the growing women’s move-
ment in the 1970s, the author notes that there were surpris-
ingly few prominent female artists compared to the leading 
position they held at the beginning of the 20th century. Fol-
lowing changes in art education in the 1970s, a generation of 
female artists emerged in the 1980s, who looked beyond old-
er models to explore feminist issues of identity and the body. 

This book will provide rich reading for art historians, crit-
ics and the public. It is to be hoped we can look forward to 
another publication from this author that will bring similar 
insights to more recent decades of Irish art practice.

Brenda Moore-McCann is a medical doctor and art 
historian. She is the author of ‘The Irish Diaspora, 
the Cold War and American Art in Ireland,’ in Hot Art, 
Cold War – Western and Northern European 
Writing on American Art 1945-1990 (New York & 
London: Routledge, 2021). 

Notes:
1Brenda Moore-McCann, ‘Cold War Art’, Dublin Review of Books, 2017, 
Issue 85. drb.ie

Mainie Jellett, Decoration, 1923; image courtesy and copyright of National 
Gallery of Ireland.
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Reliquary of Beasts
MEADHBH MCNUTT DISCUSSES THE GROUP SHOW ‘RELIQUARY OF 
BEASTS’, AT THE 126 ARTIST-RUN GALLERY IN GALWAY.

I’M EATING A ham sandwich in the 126 Artist-Run Gal-
lery. There is a menu of discussion points on the table in 
front of me. Under appetizers, I read “COW by Sarah Lundy, 
Irish Wolfhound: would you taxidermy your pet?” The Cre-
ative Café is a regular event in which viewers can snack on 
cakes and sandwiches while chatting about topics relevant to 
surrounding artworks. The current exhibition, ‘Reliquary of 
Beasts’ poses some particularly challenging questions about 
value, reverence and the human-animal distinction. 

The 126 Artist-Run Gallery’s contribution to Galway 
International Arts Festival 2021, ‘Reliquary of Beasts’ is 
curated by Simon Fennessy Corcoran and presents work by 
Sarah Lundy, Jo Kimmins, Rose Robson and Christie Brown. 
While the animal-human power dynamic is a universal issue, 
the space creates a distinctly Irish fusion of myth, religious 
martyrdom, and agriculture. The exhibition title comes across 
as a contradiction in terms. A reliquary houses the remains 
of a saint or some revered person who overcomes carnal real-
ity towards a noble purpose, while ‘beast’ implies a failure to 
transcend the physical. 

In the corner, a suspended hide of one of Ireland’s most 
revered animals, the Irish Wolfhound, is an eye-catching 
point of friction. Sarah Lundy found the remains for COW in 
her father’s taxidermy workshop. Having completed the hide 
under request from the owner, the taxidermist never heard 
from the mourning client again. Years later, the abandoned 
hide appears here in the gallery, strung up by a bull ring and 
fitted with golden bones and shards of jagged mirror. Under-
neath the hound’s paws, shattered golden eggs litter the floor. 
An incredible creature, hung by the nostrils like butchered 
meat. The spectacle is unsettling, though I’m aware of my 
hypocrisy as a regular(ish) meat eater. 

Wolfhounds are a staple of Irish mythology. In the story of 
Cúchulainn, a blacksmith by the name of Culann releases his 
wolfhound to guard the castle during a feast with the King 
of Ulster, unaware that the young Setanta is yet to arrive. 
When Setanta turns up, he is left to fight for his life and kills 
the dog with a camán and sliotar. Seeing Culann’s distress 
at the loss of his companion, he offers to guard the grounds 
himself until another dog is reared – hence, the name Cú 
Chulainn (Hound of Culann). Culann’s affection towards the 
wolfhound shows up the cracks in our tidy human-animal 
distinction. 

The story of St Guinefort takes it a step further. According 
to tales of the French folk saint, a knight leaves his infant 

in the care of Guinefort the dog, returning later to find an 
overturned cot and the dog bloodied around the mouth. The 
knight slays the hound in revenge, before finding the infant 
safe under the cot, with a ravaged viper by his side. Locals 
claim the martyred dog a saint and his grave the site of mir-
acles, despite repeated bans from the Catholic Church. The 
opportunity of redemption through dignified suffering is not 
one ordinarily extended to animals. Yet COW frames slaugh-
ter through this lens of martyrdom. Still, the work causes a 
stir at the Creative Café. A woman complains to the curator 
and decides to leave. A frank, refreshing conversation opens 
up at the table. It takes me a while to realise that I am sit-
ting beside the artist. She hasn’t touched the ham sandwiches. 
When I ask about the difference between an animal product 
and an animal-art-commodity, she tells me that the hide is 
not for sale. Lundy, a vegan, does not sell any works contain-
ing animal remains.

In a corner at the back of the room, shattered eggs appear 
again with tiny arms emerging from them. The accompany-
ing text briefly mentions this work in reference to the Tuam 
Mother and Baby Home. Elsewhere throughout the space, 
Christie Brown’s mixed-media sculptures are an uncanny 
patchwork of human and animal forms, elevated on plinths. 
Dreamlike and unsettling, they bring up a range of connota-
tions, from subculture to myth and antiquity. Etruscan Man 
is monstrous, while referencing enduring artefacts of ancient 
civilisations. 

The work of Jo Kimmins and Rose Robson is less grue-
some in appearance. Robson repurposes the traditional craft 
of taxidermy in abstract sculptures. I am enamoured with 
her snakelike construction of copper and fish leather. I don’t 
know where to situate this pleasure, or my feelings about 
decay in general. I am reluctant to romanticise but I also want 
a relationship to death beyond solemnity. I get lost too, in 
Kimmins’ photographs of decaying beached whales. Life and 
death mingle fluidly in these abstracted images. In Suspend-
ed, it’s difficult to tell where crumbling flesh ends, and water 
begins. 

‘Reliquary of Beasts’ reimagines the gallery as a semi-sa-
cred space of materiality. Getting to the root of the concept, 
the exhibition proposes the question: when we claim tran-
scendence, who or what remains?
Meadhbh McNutt is an Irish writer whose work 
traverses criticism, creative writing and critical 
theory.

‘Reliquary of Beasts’, installation view, 126 Artist-Run Gallery, September 2021; image 
courtesy the artists and 126 Artist-Run Gallery.

‘Reliquary of Beasts’, installation view, 126 Artist-Run Gallery, September 2021; image courtesy the artists and 126 
Artist-Run Gallery.

‘Reliquary of Beasts’, installation view, 126 Artist-Run Gallery, September 2021; image courtesy the artists and 126 
Artist-Run Gallery.
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Feeling of Knowing
JOHN GRAHAM REVIEWS A RECENT GROUP EXHIBITION
AT THE COMPLEX.

THROUGH A SERIES of commissioned 
responses, the four artists in ‘Feeling of Know-
ing’ seek to harness intuitive qualities to present 
individual artworks in dialogue with each other 
and with the distinctive gallery space. Tall and 
dramatically open to the lattice of timbers hold-
ing up the pitched roof, here and there in the 
rough-hewn space, steel pillars are a reminder of 
older industries, echoing the Victorian ironwork 
of the Fruit and Vegetable Market across the 
road. In this windowless vault, the walls become 
their own event, with alternate areas of exposed 
brick, plaster and raw concrete bearing its histo-
ry as a former fruit storage and ripening facility. 
Refashioned over time – a concrete filled door-
way is particularly mysterious – the scuffed sur-
faces and ancient paint remnants feel cave-like, 
a secret chamber discovered through excavation. 

Viewers are drawn into the exhibition dia-
logue, an inevitable consequence of visiting the 
show, and also through the conversations and 
reference materials made available on the gal-
lery website. Curators Mark O’Gorman and 
Paul McGrane have a talent for fostering con-
nections, with an ongoing series of projects that 
are unusually drawn out in their development, 
and open to unpredictable outcomes. Chat-
ting in the space during the installation, Áine 
McBride described how Dennis McNulty had: 
“Blow-torched a scaffolding pole and pushed 
it through”. The hole thus made acts like a rear 
window into the workings of Perceptron (How 
can I be sure?) (2021), a large, suspended stack 
of dark grey insulation panels backgrounding a 
shiny red skin. Beneath this smooth membrane, 
glow-bars of light rotate sequentially, like fire-
flies tethered to an indiscernible clock. Posi-
tioned just inside the gallery entrance, the work 
arrests your navigation of the space, obliging you 
to consider its reflective bulk while finding your 
way around it. Infrastructural remnant or some 
kind of space junk, this mysterious monolith 
feels like a conduit to hidden knowledge, teasing 
you with its quizzical intelligence.

Like a DIY moment in careful preparation, 
Áine McBride’s Arrangement for Four (2021) 
is an assembly of laminated chipboard panels 
lying low to the ground. Settled within or on 
top of these configurations, bowls, variously 
made of glazed ceramic, wood or Bakelite, seem 
adrift across the white surfaces, the retro ves-
sels upended or ignored, like unwanted prizes 
after the fair. Fixed to one of the steel columns 
opposite, a printed record of online transactions 
reveals the ironically complex escapades behind 
the acquisition of these low-value objects. 
McBride’s sculptural constructions tend to form 
and reform according to location and context, 
and here, perhaps, the bowls provide a cryptic 
nod to the gallery’s former function.

To the left of McBride’s floor piece, a small 
painting, Ordinary Language (2020/2021) 
appears unassuming against the mottled wall. 
The linen surface looks oddly exposed, as 
though the paint was stripping it down as much 
as building it up, its coloured daubs and dashes 
suggesting a still life continuing to accumulate 
and decay. This is the first painting I’ve seen by 
Aleana Egan, an artist normally identified with 
sculpture, but whose frequently layered, object 
assemblages might easily be considered painter-
ly. On another wall – this one pristine white – a 

trio of hung forms are slumped against gravi-
ty, their linear armatures carefully wrapped but 
erupting in places. Variously covered in plaster, 
muslin and a raw silk called Noil, these Returns 
(2020/2021) seem smaller and more delicate 
than similar works seen previously, like the ten-
der shoots of their more robust cousins.

If Egan’s work seems vulnerable, the works 
shown by Conor O’Sullivan have a distinctly 
tough aesthetic, their hard, reflective surfaces 
suggesting life in some brightly lit utility. Most-
ly mirror and stainless steel, Tipping Scale (2021) 
repels and attracts in the way mirrors often 
do. Inserted into laser-cut openings, a series of 
photographic prints appear to show some sort 
of scanning device, the images flickering across 
the polished surface, recalling McNulty’s LED 
lights opposite. Spotlights and strong shadows 
create drama in the installation overall, with 
some works picked out while others seem shy 
in the shade. A small photograph by O’Sullivan, 
Shutterstock (2021), is nailed to the rough wall. 
Showing a view through a metal shutter into a 
retail or storage area, it also looks like a pho-
tograph of a photograph – another moment of 
hide and seek. 

John Graham is an artist based in Dublin.

‘Feeling of Knowing’ was presented in the 
Ground Floor Gallery at The Complex, Dub-
lin, from 16 to 28 October 2021.

‘Feeling of Knowing’, installation view, The Complex, October 2021; photograph by Kate-Bowe O’Brien, courtesy the artists and The Complex.

‘Feeling of Knowing’, installation view, The Complex, October 2021; photograph by Kate-Bowe O’Brien, courtesy the 
artists and The Complex.
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JOANNE LAWS INTERVIEWS AIDEEN BARRY ABOUT HER 
COMMISSION FOR KAUNAS 2022, EUROPEAN CAPITAL OF 
CULTURE.

Joanne Laws: You are currently working on a large-scale commission 
for Kaunas 2022, European Capital of Culture, taking inspiration from 
Modernist Architecture around the city1. Perhaps you could discuss this 
ambitious community collaboration? 

Aideen Barry: Klostės (meaning ‘pleats’ or ‘folds’) came about because I 
was giving a talk on a socially engaged public art project, ‘CHANGING 
TRACKS’, in 2018 in Pécs, Hungary. I was invited by heads of the Euro-
pean Capitals of Culture to give a paper on my work. While I was there, I 
met two of the lead curators for Kaunas 2022, Viltė Migonytė-Petrulienė 
and Vaidas Petrulis. Two weeks later, they invited me to give a paper at a 
conference in Lithuania, ‘Modernism for the Future’. I wouldn’t ordinarily 
think that my work is in any way influenced by modernism, but it does 
deal with heritage issues and forgotten or lost histories, so I framed the 
discussion of my work around these parameters for the conference. From 
there, I was invited to come back and give a workshop in socially engaged 
practices in 2019, and they later invited me to make a film, influenced by 
what they call Interwar Modernism – something Kaunas is built on, but 
which has fallen out of memory with its citizens. 

I thought this was a massive responsibility, to tell the story of Interwar 
Modernism in a city I didn’t really know. Therefore, I felt the only way to 
do this was to give over creative content to the citizens. So, we issued a 
series of open calls, firstly to writers. I identified over 20 historical build-
ings and these writers (led by leading author, Sandra Bernotaitė) created 
narratives informed by the histories of these locations. Hundreds of short 
stories were translated into English by my producer, Ugnė Marija Andri-
jauskaitė, from which I constructed a screenplay. I explored the idea of cre-
ating a non-verbal narrative, working with volunteers to create visual fic-
tions from these stories. I heard that Kaunas is famous for contemporary 
dance, so we approached two very famous dance troupes, AURA Dance 

Klostės: 
Modernism for the Future

All featured images: Aideen Barry, Klostės, behind the scenes; photography by Martynas Plepys, courtesy the artist and Kaunas 2022, European Capital of Culture.
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Theatre and NUEPIKO dance troupe, and invited their 
dancers to become my protagonists. They represent a modern 
Lithuania, with dancers from all over the world, reflective of 
a Kaunas 100 years ago, as a very cosmopolitan, multicultural 
city. Being an intersectional feminist, I thought it was also 
really important that we focused on some contemporary con-
cerns. I identified nonbinary characters – women who were 
gender-bending icons that got lost in history, were excluded 
or ‘othered’– who became the main protagonists of the film.

JL: Who designed and built the original buildings you are 
referencing?  

AB: When the fall of the Russian empire happened in 1917, 
Lithuania got its independence, but it did not get its capital 
city, Vilnius, which remained part of the Russian empire. So, 
in the space of 20 years, they had to build a city infrastructure 
in the rural town of Kaunas. They employed high-end archi-
tects, artisans, artists, craftsmen and intellectual thinkers to 
design this wonderful city, including these beautiful buildings 
– what architectural historians describe as Interwar Modern-
ism but what we in the west often label as Art Deco. This 
prosperity ended abruptly in 1939 when Kaunas was invad-
ed by the Nazis. Unfortunately, many of the merchants and 
wealthy bankers, artists and architects who created the city 
were Jewish and became victims of the Holocaust. The vast 
majority were killed or ended up exiled. This is a very dark 
part of Lithuanian heritage. There were four years of Nazi 
occupation, immediately followed by totalitarian Soviet occu-
pation, where even more academics and intellectuals faced 
further oppression or erasure. The heritage was lost, alongside 
the memory of who built these buildings. Since Lithuania 
got independence in 1991, it joined the European Union and 
there’s been this interesting reclamation of the city’s identity 
and Lithuania itself. There’s a mass movement in the city to 
create a love affair with these beautiful buildings and to spark 
a passion for preserving them and the stories encased within.

JL: On a purely visual level, the project echoes your distinc-
tive aesthetic, combining stop animation, collage and surre-
alism, with period costume and architectures of confinement 
– something you describe as ‘domestic horror’ or ‘suburban 
Gothic’. What is your vision for the visual impact of Klostės?

AB: I tried not to position one specific time frame, through 
costume choices; the protagonists look like they could be 
historical, yet some have tattoos or piercings. The film is 
entirely in black and white but there’s still ambiguity around 
its timeframe. It’s also about an unfolding of time, which is 
where the film gets its name, Klostės, referring to how time 
behaves, repeats or loops like pleats of fabric. I’m trying to 
merge whole chapters of history together, including the Sovi-
et era and the twenty-year interwar period. It’s quite gothic 
and there are moments of threat or abject horror, but it’s also 
peppered with humour and slapstick, which is an important 
device in my work to counteract or defuse dark taboos. While 
viewers can’t visually place the timeframe, the sound-score 
is going to be extremely contemporary. I collaborated with 
three amazing contemporary composers, one of whom, Ieva 
Raubyté, is only 18 years old. The international premiere will 
take place sometime next year, as yet to be announced, while 
the trailer will coincide with the launch of the Kaunas 2022, 
European Capital of Culture, at the end of this year. 

JL: You will also be showing a whole new body of work at 
Limerick City Gallery of Art this coming December. What 
can you tell us about this forthcoming solo exhibition?  

AB: The show is called ‘By Slight Ligaments’, which is taken 
from a line of Mary Shelley’s Frankenstein: “By (sic) slight 
ligaments we are born to prosperity or ruin”. It’s curated by 
Sarah Searson and features several new works including a 
collaboration between the awarding winning writer, Sinéad 
Gleeson, and myself. Like Klostės, the themes are quite apoc-
alyptic and focus on things being lost, othered or disappear-
ing. Also featured is my commission for the Irish Traditional 
Music Archive (ITMA) and Music Network, a collaboration 
with Inuit throat singer and electronic musician, RIIT; harp-
ist Aisling Lyons; composers Cathal Murphy and Stephen 
Shannon; and conceptual designer Margaret O’Connor. We 
wrote an apocalyptic-themed pop song, based on a score 

written down by Edward Bunting, who saved the Irish harp 
from oblivion in the 18th century by writing down the last 
lilts and airs of Irish harpists – now housed in The Bunting 
Archive. My new piece, called Oblivion / Seachmalltacht, is a 
multimedia installation work that will manifest differently 
across the exhibition tour. It responds to culture on the brink 
of extinction or threat. In reality, there were royal edicts ban-
ning the harp and like Inuit Throat singing, it faced similar 
oppression and colonial censorship. Queen Elizabeth stated 
that all harpists should be strung up from trees with the wires 
that they played. Up until Medieval times, harpists would 
play with the Bardic poets and were seen as soothsayers, 
clairvoyants and totems of knowledge. I’m using one of the 
tracks – Lamentations of Owen Roe O’Neill, by blind harpist, 
Turlough O’Carolan – as the scaffolding to an apocalyptic 
pop song I’ve written in the Bardic tradition, about being the 
last generation of artists in a poisoned world. I feel this with 
a very real sense of desperation; I think that we are facing 
untold environmental disasters and that bigger and more 
destructive pandemics are coming our way. What do you do 
when you’re the last living artists? How do you process being 
the last? The work is designed around motifs from Irish Folk-
lore and merges with other indigenous art forms to make a 
globally new sound that cries out from the edge of a meta-
phorical precipice. A live performance will feature RIIT, who 
will travel from Pangnirtung in the Canadian Arctic Circle to 
join Aisling Lyons and myself for a once-off Aurora Borealis 
of sound and visuals on the winter solstice (21 December). 
The performance will prerecord in the Irish World Acade-
my of Music & Dance at University of Limerick, and will 
be broadcast to the public on social media and with support 
from the ITMA. ‘By Slight Ligaments’ will tour to Source 
Arts Centre, Centre Culturel Irlandais and The Canada Con-
sulate in Paris, then Belfast International Arts Festival and 
North America in 2023. 

JL: Do you have any other projects on the horizon? 

AB: I am currently working on another potential ITMA 
project with Radie Peat of Lankum, as well as a show at The 
Whitaker Museum in the UK next year and some projects 
with Peggy Sue Amison. I feel like I’m at a point in my career 
where my children aren’t breastfeeding all the time, so I sud-
denly have a great deal of energy that I haven’t had in about 
ten years! While I have this energy and these amazing priv-
ileges, like Aosdána and the RHA, I really feel I’ve got to 
go and represent, so I’m taking every opportunity that’s been 
given to me at the moment.

Aideen Barry is an Irish visual artist who has worked 
and exhibited extensively across Ireland and 
internationally. She was elected as a member of 
Aosdána in 2019, and the Royal Hibernian Academy in 
2020. Aideen’s solo exhibition, ‘By Slight Ligaments’, 
runs at Limerick City Gallery of Art from 16 December 
2021 to 13 February 2022.
aideenbarry.com

For updates on the Art Film, Klostės, see: klostes.com

Notes:

1Kaunas is the second-largest city in Lithuania. The Kaunas 2022, Euro-
pean Capital of Culture programme is subtitled ‘Modernism for the 
Future’, with an emphasis on the conservation, interpretation, promotion, 
and activation of modern heritage (kaunas2022.eu)
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JOANNE LAWS INTERVIEWS THREE ARTISTS EXHIBITING AT 
THE PHOTOIRELAND FESTIVAL 2021.

Joanne Laws: As part of your participation in PhotoIreland Festival 2021, 
each of you presented photographic works, variously linked to food pro-
duction, consumption and ecology. Can you discuss the themes and influ-
ences underpinning this particular body of work? 

Ksenia Yurkova: In 2014, the Russian political environment was seized by 
the question of food. The public was mesmerised by the footage of tonnes 
of imported products being destroyed by massive bulldozers – these were 
so-called countersanctions in effect, implemented by the Russian gov-
ernment against the sanctions imposed by the Western countries upon 
Russia after the annexation of Crimea. It was especially painful to witness 
for those who lived in Saint Petersburg, formerly Leningrad, which still 
carries horrific memory of nine-hundred days of extreme inhumane star-
vation – the implication of the ‘hunger politics’ of the Nazi military siege 
in 1941, topped by the cannibalistic political decisions of the city govern-
ment. I was struck by the clash of two ideologies within one field – the 
ideology of totalitarianism colliding with neoliberal consumerism. This 
indistinguishable paradox became the basis of my visual research. 

Fiona Hallinan: When we cook, we’re involved with tiny worlds: the 
multitudes of gut bacteria that impact our bigger behaviour; the nourish-
ment of those immediately around us and ourselves; and the income of 
our suppliers. Simultaneously food-making engages with giant issues such 
as global supply chains, the environmental crisis, soil, water and ethical 
production – something British philosopher, Timothy Morton, describes 
as ‘hyperobjects’. I participated in PhotoIreland with a video assemblage 
for their Critical Recipes cooking channel. My video uses green screen to 
overlay a recipe demonstration for a comforting garlic, saffron and seaweed 
broth, over footage of rock pools, filmed in different locations over the past 
two years. Through the use of assemblage, I wanted to visually suggest the 

Hyperobjects 

Fiona Hallinan, I remember oranges, you remember dust, 2019; photograph by Thomas Raggam, courtesy the artist and PhotoIreland festival.
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systematic state, police and extremists’ violence. By means 
of photographic installation, I create a patchwork narrative, 
describing and dissecting unsettling, disturbing and trauma-
tising events. I attempt to switch the traumatic event onto the 
repetition which, according to French philosopher, Catherine 
Malabou, gives a chance for liberation. Or, in other words, to 
displace the traumatic experience into another environment 
or situation; to overcome it by working through it – to “trans-
form pain into dance”.

FH: I am currently working on a film project and installation 
that documents the demolition of a large religious building 
in Dublin, in collaboration with architectural historian Ellen 
Rowley, filmmaker Tadhg O’Sullivan and curator Kate Strain 
and supported by the Arts Council Visual Arts Project Award. 
This project will explore the notion of value through the spe-
cific incident of this demolition, looking closely at different 
ways value is attached to the built environment, as material 
entity, cultural space, commodity and speculative site.

ANR: The harvesting of stories around the potato continues 
and I am expanding my artistic research in other contexts. 
I will be exhibiting ‘Cooking Potato Stories’ at FOAM 3h 
in Amsterdam next March, under the curatorship of Hinde 
Haest. I am also currently working in collaboration with Cre-
ative Court on a project about the remembrance of missing 
people in Colombia during the conflict, where I am looking 
for ways to pay tribute to them, their families and represen-
tatives of civil society organisations. The project includes the 
development of different visual material, like microscope 
photography and anthotypes – images created using photo-
sensitive material and plants that I collect.

Ksenia Yurkova is a multidisciplinary artist, curator, 
and researcher, living between Saint Petersburg and 
Vienna. 
kseniayurkova.com

Fiona Hallinan is an artist and researcher currently 
based between Brussels and Cork.

Ana Núñez Rodríguez is a photographer based 
between Europe and Latin America. 
ananunezrodriguez.com

types of multiple concerns that we negotiate while engaging 
with food, from the micro to the macro.

Ana Núñez Rodríguez: What can a potato tell us about our-
selves? What does it say about the construction of national 
identity? What role can new narratives about the potato play 
in creating expanded social imaginaries? How can trans-local 
stories and food cultures be connected through the roots and 
routes of the potato, as an inroad to address forgotten colonial 
legacies and the wider context of political, social, and emo-
tional relationships? These are some of the questions I address 
in ‘Cooking Potato Stories’ – a multi-layered trans-local proj-
ect that follows the potato through the contexts of Galicia, 
Colombia, The Netherlands and Ireland. I use diverse ingre-
dients – such as heritage, history, the imaginary, tradition, 
and autobiography – to trial recipes of knowledge that unfold 
different aspects of the potato’s history, thereby pushing a 
new social memory about it. It is a project that hosts different 
voices, perspectives and resources around the potato to build 
a polyphonic tale that drives us in the complex process of 
how we construct, understand and make sense of ourselves 
individually and as a collective, based on the stories we tell 
each other.

JL: How have these research interests manifested within 
your broader practice to date? 

KY: The Siege is an undoubted genetic memory; a trauma, 
imprinted on a bodily level. Since my childhood, I have been 
witnessing how it has been revealed in sophisticated figures 
of omission, in a failure to recite, in postures of violence of 
my family members. This food trauma which associated itself 
with not only a devastating remembrance of hunger, but also 
with the horror of the means of ultimate survival – it could 
never be articulated in words. This made it especially fascinat-
ing for me. During my training as a journalist, I started my 
research in political theory and communication theory, which 
influenced my further artistic interest in communication and 
language. Lately, I am studying the phenomenon of affect in 
its autonomous bodily emanation, in its personal and political 
registers, in its pre-linguistic state. I focus upon how a stage 
of individual perception – to which one can relate memory, 
traumatic recollection and problems of identity construc-
tion – transforms itself into affects of the political body. The 
question of personal and collective affects and traumas is a 
leitmotif in several of my recent projects. In Hold Off: Time of 
Fun (2020), I addressed the economy of attention through an 
immersive video performance, taking as a departure point a 
terrorist offence in the city of Beslan in 2004. For the projects 
Degrees Vol. 1 & 2 (2020-2021), I researched how affect can 
resonate within individual and political bodies. 

FH: In my broader practice I am working on different strat-
egies for dealing with endings, both in personal terms and 
in larger societal examples. In collaboration with Kate Strain 
and through a currently on-pause doctoral project, an ongo-
ing project of mine explores the coming-into-being of Ulti-
mology, a hypothetical field of study for looking at endings 
(departmentofultimology.com). I use cooking, food and oral 
interview amongst other methods as a means of exploring 
these themes and researching through gathering, care and 
tactility.

ANR: My artistic work is influenced by how European and 
Latin American realities converge in my own life, interro-
gating myself about identity and politics, their complexities 
marked by collective memory, cultural heritage and the forms 
of power derived from it. The potato became a perfect tool 
to pursue these concepts, as I moved between Europe and 
Latin America, through processes of adaptation and accep-
tance. The potato has the ability to connect to the collective 
consciousness and provide a way to talk about ourselves. It 
symbolises identity, domination and social differentiation, 
as well as the effects of colonialism in our subjectivities that 
connects to my ongoing conceptual interests.

JL: Perhaps you could mention some of your current projects 
or future plans? 

KY: My latest work, Degrees, which will be shown in Austria 
next spring, focuses on the experience of civilians, victims of Ksenia Yurkova, Guerrilla Gardener, 2018, video still; image courtesy the artist and PhotoIreland festival.

Ana Núñez Rodríguez, Cooking Potato Stories, 2020; image courtesy the artist and 
PhotoIreland festival.
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BRENDAN MAHER SPEAKS WITH JOY GERRARD ABOUT HER 
CURRENT AND FORTHCOMING EXHIBITIONS.

Brendan Maher: You often take a ‘God’s-eye view’ of your subject, utilis-
ing satellite or drone imagery of the protests you paint. Do your images 
look at these marches as human movement through space, in the physical 
sense, or do you wish to comment on the issues inherent to the protest? 

Joy Gerrard: For about 25 years, I’ve made work that’s about architecture 
and how people use architecture in different ways, so I do have interest 
in that, but I am more interested in the protest itself. The majority of the 
work deals with marches related to women’s rights and women’s safety. 
Some work in ‘Precarious Freedom’ for example, deals with a vigil for 
Sarah Everard; another with a march for abortion rights in Poland. But 
it crosses over between concept and aesthetics. There are a whole set of 
decisions made in relation to making the image work – like where the 
buildings are and how the crowd is contained.

I use images that we receive through news media and social media feeds 
and these images often tend to wash over us. The whole point of a protest 
is to draw attention to an issue: a violence, a death, a wrong. People are 
trying to change something. Most of us won’t be at the protest, so what 
do we think when we look at these events which are quite distant to us? 
I’m remaking images of events in order to question the viewer’s subjec-
tive response to the core issue. The work is not a generalised response to 
protest; I have to be driven by the subject of the protest to make a piece 
about it.

BM: Your work is almost exclusively rendered in black and white. Why 
this choice?

JG: There’s a few layers to this. I trained as a painter originally through the 
Crawford College of Art & Design and then as a printmaker in NCAD 
and the Royal College of Art and I also worked in the Graphic Studio. So 

Testing/testing 

Joy Gerrard, ‘Pracarious Freedom: Crowds, Flag, Barriers’, installation view, Festival Gallery; photograph by by Ros Kavanagh, courtesy of the artist, Highlanes Gallery and Galway International Arts Festival.
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processes learned over this ten-year period are involved, and 
of course graphic techniques often end up in monochrome.

Black and white is a way of translating the image. When 
we see these images in their original form, they are usually 
small and colourful. I wanted the translation to be a bigger 
separation from the original image. We also think of black 
and white in a nostalgic or an historic sense. So the paintings 
give a sense of historicising the event depicted. There’s really a 
double translation; a change to black and white and a re-scal-
ing of the image. I respond to black and white and some-
times find colour materially difficult to work with. I found 
these particular Japanese inks which can be diluted and offer 
a wonderful range of greys through to black. So it’s a material 
choice as well.

BM: Dark Europe, a piece presented in ‘Precarious Freedom’, 
depicts 28 black and white national flags, hanging in four 
sets on the gallery wall. Tell me about the concept and work-
ing method behind this work.

JG: I was on a residency in the Cultural Centre Irlandais in 
Paris in 2020 when the final withdrawal of the UK from the 
EU was happening. On 30 January there was a very public 
ceremony in which the officials in Brussels removed the UK 
flag. We have many different images of Brexit, photographs, 
cartoons and of course the actuality of it, but this was very 
visual. They took the flag away, folded it, and left a space. It 
was a formal occasion, but it was also very tender as well.

I was really struck by this. I was thinking I might make a 
film or performative piece. I came back from Paris in March 
2020 and then the first lockdown happened, and that idea 

sat there, for ages, germinating. In the end I started making 
physical tests; I got some flags printed. They were fine, but I 
was unsure, and I started playing around with painting on 
silk. Always in my work, there is the concept and there is 
a long studio process, a physically working up of the thing. 
I agonised over it, and I was getting close to the exhibition 
deadline, so I ended up reproducing the flags by hand paint-
ing on silk, a technique I taught myself.

Flags are very specific and structured. Hand-painting on 
silk means you are destined to fail as you are never going to 
get them as perfect due to the aqueous material. Silk has little 
gaps in the structure and the ink breaks through, as if you’re 
breaking through the internal borders of the flag. You’re mak-
ing a huge effort on something that would normally be print-
ed at the press of a button. The final installation has the 27 
EU flags with the EU stars in a singular, modular grouping. 
The UK flag is set on a regimental flagpole that they use in 
Belfast on 12 July, suggesting both its imperial past and of 
course, its belief in its own singularity as a nation.

BM: ‘Precarious Freedom’ travels to the Butler Gallery in 
January. You are also showing ‘Testing/testing’ at The Source 
Arts Centre through December/January. What are the dif-
ferences between the shows?

JG: ‘Precarious Freedom’ will have its third iteration in the 
Butler Gallery, so like in Drogheda and Galway, the exhibi-
tion will be adapted for the gallery space in Kilkenny, with 
some pieces perhaps taken out and others added. ‘Testing/
testing’ will be more research-based with plans and investi-
gative drawings, the testing out of new larger pieces and a 

new site-specific work. Having the opportunity to do shows 
in these four spaces allows me the opportunity to display a 
wide body of work. I am often overambitious in my idea for-
mation for a solo exhibition; but with these shows I think I 
will finally get to achieve all I planned.

Joy Gerrard’s show ‘Precarious Freedom: Crowds, 
Flags, Barriers’, curated by Aoife Ruane at the 
Highlanes Gallery in Drogheda, travelled to the 
Galway International Arts Festival in September, and 
will be on view at The Butler Gallery in Kilkenny in 
January 2022. Gerrard’s ‘Testing/testing’ will be 
exhibited at The Source Arts Centre, Thurles, from 
November to January.

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

Joy Gerrard, Protest and Vigil, London, (March the 14th 2021, Parliament Square), 2021, ink on paper, mounted on aluminium, white 
box frame; photograph by Simon Mills, courtesy of the artist, Highlanes Gallery and Galway International Arts Festival.

Joy Gerrard, ‘Pracarious Freedom: Crowds, Flag, Barriers’, installation view, Festival Gallery; photo by 
Ros Kavanagh, courtesy of the artist, Highlanes Gallery and Galway International Arts Festival.

Joy Gerrard, Protest and Vigil, London, (March the 14th 2021, Scotland Yard), 2021, ink on paper, mounted on aluminium, white box 
frame; photograph by Simon Mills, courtesy of the artist, Highlanes Gallery and Galway International Arts Festival.
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AIFRIC KYNE INTERVIEWS ANN MARIA HEALY ABOUT HER 
RECENT SOLO EXHIBITION AT THE LAB.

Aifric Kyne: What is the importance of video in your practice?

Ann Maria Healy: For me, video and moving image act as spaces where 
other works might spring out from (or get resolved within). The moving 
image feels like a sculpture to me, so it’s important that it has a presence 
as part of my wider installations. I often think about how the audience will 
feel in the space where the videos are played. For example, the beanbags 
for My Dreams Won’t Resist are gaming beanbags. They have a back to them 
because I wanted them to cup the sitter. While the peacock is a central 
motif in ‘Hypnagogia’, I’ve used it before, so it is part of this iteration of 
work but also operates separately. In this show, I think of the peacock as 
playing the role of a dream. 
 
AK: How do you make the separate elements of an exhibition interact 
with each other?

AMH: This is something I try to intentionally make happen but resist 
at the same time. Sometimes I feel the works collapse into each other 
and other times they’re way too different. For ‘Hypnagogia’, everything 
is channelled through the eye sculptures. I knew that I wanted them to 
feature in the video work I was making and used photogrammetry to make 
this happen. I worked with a gaming company called Enter Yes to make 
that video. Sometimes I feel like some of my artworks eat other works, or 
they show up in each other. I think specifically about the architecture; for 
this exhibition, I kind of infected the space with sculptural works coming 
out of the environment. For example, the skullcaps upstairs are coming 
down from a cavity in the ceiling and the windows are tinted. I think a 
lot about story and narrative and I wanted the space to have a residue of 
the video. The sculptures have lo-fi motion tracking markers, which gives 
them an opacity. There’s something kind of mystical about them. 

Hypnagogia

Ann Maria Healy, ‘Hypnagogia’, installation view, 2021; photograph by Louis Haugh, courtesy of the artist and The LAB Gallery.
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AK: Can you discuss the importance of mysticism in your 
works? It is extremely nuanced yet plays an integral part in 
‘Hypnagogia’.

AMH: Before I made When Dealers are Shamans, I had under-
taken a shamanic journey. I was also interested in humanity’s 
search for an ultimate reality. When you say the word ‘mysti-
cism’, it conjures up a specific aesthetic. I think people’s search 
for a divine presence often manifests in different industries 
and how we operate within those fields, specifically in relation 
to artificial intelligence. The pineal gland produces melatonin 
which causes us to relax during sleep. The outpour of blue 
light from laptop or phone screens has an impact on the pro-
duction of melatonin. ‘Hypnagogia’ operates around the idea 
of the pineal gland being a third eye. I’m interested in spaces 
that have the potential for mysticism but where there’s also 
a scientific explanation, and this reoccurs in all of my work. 
For example, with The Holy Well, I was interested in holy wells 
that people would go to if they had mental health problems. 
It turned out that these wells had lithium deposits in them, 
and they realised that it was the lithium that was helping the 
people who went there to be cured. However, belief in these 
holy wells still carries on and I’m interested in that fine line 
between truth and belief, between wellness and sickness. I 
think about mysticism and universal truths, and the tools we 
use to try and improve ourselves. I’m interested in these sup-
port structures, who holds the power, and how it gets used. 

AK: Can you tell me about your residency at Insight SFI 
Research Centre?  How did it influence ‘Hypnagogia’?

AMH: I was in the run up to the show when the residency 
was set up. It was mostly a research period. I did everything 
on Zoom because of the pandemic but I got to chat to one 
or two researchers while making the videos. I was hoping 
the research would either influence the video work or that 
new ideas might come out of it. I spoke to researchers about 
neurofeedback, where they use a QEG headset and compare 
you to a dataset on a computer and try to understand what 
brainwaves are acting normally, therefore indicating what 
you might be suffering from. They have you watch a monitor 
which stops if you’re anxious, which means you’re producing 
beta-waves. The video doesn’t restart until your brainwav-
es regulate, so the idea is to have it play smoothly to train 
your brain to be more relaxed. I found it all really fascinating. 
In Insight they’re using all kinds of technology to research 
things like AI and deep learning. I wanted to merge the new 
information on neurofeedback and its systems with my own 
research. I also did some sessions where they read my brain 
and gave me feedback, which I used for the video work.

AK: Are there any future projects you’d like to discuss?

AMH: I’m doing a show in the Mermaid Arts Centre in 
Bray in January 2022. Some of the work in ‘Hypnagogia’ will 
be featured there. I’m also doing a publication for the show 
which will include an essay by Jan Verwoert and some of my 
conversations with the researchers.

Aifric Kyne is a writer, editor and digital artist from 
Dublin.

Ann Maria Healy is an artist based in Dublin. 
‘Hypnagogia’ ran at The LAB Gallery from 28 June to 
30 September. 
annmariahealy.net

Ann Maria Healy, ‘Hypnagogia’, installation view, 2021; photograph by Louis Haugh, courtesy of the artist and The LAB Gallery.

Ann Maria Healy, ‘Hypnagogia’, installation view, 2021; photograph by Louis Haugh, courtesy of the artist and The LAB Gallery.

Ann Maria Healy, ‘Hypnagogia’, installation view, 2021; photograph by Louis Haugh, courtesy of the artist and The LAB Gallery.
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Grass Roots
MARK BUCKERIDGE AND LEAH CORBETT DISCUSS THE 
ARTIST-LED ORGANISATION, MUINE BHEAG ARTS.

MUINE BHEAG ARTS is an artist-run organisation based in 
Muine Bheag – a small town in County Carlow, situated on 
the River Barrow. It was established in 2020 to promote con-
temporary art in a rural context, collaborate with the local 
community through multi-disciplinary arts activities and to 
support emerging and established artists by commissioning 
new works of art. Muine Bheag Arts does not operate from 
a fixed space, but works remotely to host a temporary pro-
gramme of exhibitions, workshops and events in the public 
realm.

Having both grown up in the countryside, we were aware 
of the lack of cultural spaces available to rural audiences. We 
wanted to create something outside of the city context where 
we could work at a slower pace and develop a more sustain-
able model. In doing so, we hope to build long-term relation-
ships within the community. Working in a small town allows 
us to have direct and meaningful interactions with people in 
a way that can sometimes be difficult in a city. 

By facilitating encounters with contemporary art on a 
local level, our goal is to develop new relationships, share 
unexpected experiences and foster collective thinking. We 
co-founded and collectively run Muine Bheag Arts based 
on a shared interest in artistic practice, DIY approaches and 
community action. Our artist-run ethos puts artists at the 
core of what we do. We wish to provide a platform for art-
ists to research, experiment and imagine new possibilities for 
their practice through close collaboration with the organisa-
tion and members of the community. 

‘Grass Roots’ was the first public programme initiated 
by Muine Bheag Arts. It took place last August and includ-
ed contributions from Bog Cottage, Saidhbhín Gibson, 
Carl Giffney, Mary O’Leary, Nollaig Molloy, Rory Mullen, 
Cliodhna Timoney and Katie Watchorn. The artists were 
invited to respond to the rural context as a space of artistic 
production. Each artist invited some form of direct participa-
tion or engagement to the area through their work, with some 
of the artists developing new site-specific public sculptures as 
part of the programme. Cliodhna Timoney invited the public 
to use her work, Limelight, as a meeting point or a place to 
leave offerings. 

Katie Watchorn created printed postcards to accompa-
ny her sculptural work, which were available for visitors to 
take away. Carl Giffney responded to a research residency 
in Muine Bheag by creating a roaming installation, Viewing 
Platform, which traveled to various locations and offered par-
ticipants an alternative view of the town. Along with sculp-
tural work, Rory Mullen presented new performance work, 
Hee-haw said the donkey, which invited members of the public 
to take part in a semi-fictional tour of the town. Artist collec-
tive Bog Cottage presented 1800-BOG-COTTAGE – a col-
laborative sculpture accompanied by a kneeling rock which 
offered a space for reflection.

Other artists hosted a series of one-off events as part of 
the programme. Nollaig Molloy spent time researching the 
Irish Sugar archives in Carlow County Library and presented 
some of the archival material as part of a film screening event, 
A Meeting at Muine Bheag Community Centre, along with 
works by Michele Horrigan and Joan Ross. Mary O’Leary 
hosted non-appétit, a pop-up culinary experience which high-
lighted exploitative seaweed harvesting practices in Ireland. 
Saidhbhín Gibson led Wonder, They Wander, a walk along the 
River Barrow exploring the riverine flora and fauna. 

‘Grass Roots’ was situated in public spaces throughout 
Muine Bheag, branching out across the fields, down lanes 
and along the bank of the river. The launch of ‘Grass Roots’ 
was hosted in the local pub (Phelan’s) and various events were 
held in Muine Bheag Community Centre. It was important 
to us to utilise the existing infrastructure and facilities that 
were available in the town. This process of producing contem-
porary artworks in a rural context is symbiotic. We needed to 

work together in tandem (artists, community and organisa-
tion) to realise the events and off-site projects. 

The ‘Grass Roots’ programme was an exciting start for 
Muine Bheag Arts. Going forward we hope to build on this 
experience and embed the organisation further into the fabric 
of the community. This process of collaboration and engage-
ment is central to our belief that art can be used as a tool to 
enrich our daily lives. Our ambition for future programming 
is to be fluid and adaptable, remaining flexible in terms of the 
schedule, scale and format of projects. This may incorporate 
additional projects in the public realm, collaborations with 
other organisations and community groups, temporary inter-
ventions and residencies. We have planted a seed this year, 
which we will continue to nurture and grow into the future.  

Mark Buckeridge is an artist from Muine Bheag, 
County Carlow.
markbuckeridge.com

Leah Corbett is an artist and curator from Tipperary 
and a former co-director of Catalyst Arts in Belfast.
leahcorbett.net

Muine Bheag Arts was established in 2020 as a 
non-profit organisation with funding through 
Carlow’s Creative Ireland Programme, which also 
supported the delivery of the inaugural programme, 
‘Grass Roots’. 
muinebheagarts.com

Rory Mullen, Hee-haw said the donkey, public sculpture, Grass Roots, Muine Bheag Arts, 2021; Photographer: Kate Bowe O’Brien.

Bog Cottage, 1800-BOG-COTTAGE, public sculpture, Grass Roots, Muine Bheag Arts, 
2021; Photographer: Kate Bowe O’Brien.
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Dynamic Power
MATTHEW WILKINSON INTRODUCES THE HORSE – 
A NEW PROJECT SPACE IN DUBLIN. 

THE HORSE IS a new project space in the centre of Dub-
lin which aims to present a programme of emerging, estab-
lished and outsider artists and to explore the boundaries of 
contemporary art, encompassing performance, pedagogy, film 
screenings and workshops. I founded The Horse earlier this 
year – an idea which came about more by accident than a 
strategic business plan.

Since moving to Dublin from Los Angeles in 2019, I have 
concentrated efforts on finding an affordable studio space. 
This unrequited search was resolved by buying a building, 
renovating it and working from there. Since this building is 
far too big for just my studio, I realised I wanted to open a 
project space. 

As an artist, one of the most challenging things for me 
is to find an outlet for showing my work. So the venture of 
a project space (I hope) will provide some relief for people 
who have the same difficulties in getting their work out there. 
Situated in the last remaining coach house on Bethesda Place 
(off Dorset Street), The Horse has held previous lives as a car 
wash, garage and a makeshift home. Although it is a listed 
building, the ground floor had previously been opened up 
with steel beams, making for an ideal space in which to show 
art. After removing literally truck loads of detritus, the ren-
ovations began. As paint went on the walls and the roof was 
made watertight, the smell of hay kept manifesting itself; it is 
from this that the space gets its name.

From its inception the space has been very much a DIY 
situation – from programming to management, everything is 
run by me. I hope that as the shows unfold, they will become 
autonomous to an extent, but who knows – this mission is 
very much unplanned. The only vision is to keep the show 
on the road. I very much believe, especially in these uncertain 
times, that experiencing art first-hand (from both the exhibi-
tors’ and viewers’ perspectives) is essential to excavate us from 
the stress and drudgery of the pandemic.

Being new to the city, I do not know anyone in the art 
community, so naturally the programming for The Horse 
began with me bringing in artists whose work I admire. I 
should also point out that The Horse is always open to inter-
esting propositions.

The inaugural exhibition at The Horse was ‘Dynamic Pow-
er’, curated by Suzanne Egeran, featuring my own work – a 
hybrid sculpture –  a film by experimental filmmaker Cynthia 
Madansky, and new drawings and a performance by Katie 
Holten (16 September – 16 October). Themes of empower-
ment and transformation ran through the group show, as well 
as the notion that by harnessing collective energy, we might 
create change. The reception and support from the Dublin art 
community on the opening night was overwhelmingly posi-
tive and totally heart-warming: Egeran’s curatorial vision set 
a high bar for forthcoming programming at The Horse.

The current exhibition, titled ‘Outlaws in the Pleasure 

Garden’, runs until 27 November and features work by 
Yaloo (LIM, Ji Yeon), Bradley Krebs, Ned Stasio, Rui Yang 
and Zhuoyun Chen as well as participating curators, Yun 
(Zhuoyun Chen), Jacob Schpall and Niels Bugge. The cura-
tor’s words offered here give an insight into their vision, but 
also convey how The Horse aims to offer a platform for a 
multitude of voices: 

“‘Outlaws in the Pleasure Garden’ is a gathering of shape 
makers from all corners of the world. The artists have chosen 
to remain playful in their engagement with tools and mate-
rials often utilised for adverts and action games. They have 
been brought together with the desire to show a different 
face of this medium, not monsters or machine guns, super-
heroes or sleek movements of particles preceding the logo 
for Major League Baseball. Here, instead, is a place where 
other impulses converge, where abstract thoughts and diffi-
cult questions are posed by shapes and formations. Like sand-
castles, or hands playing with the reflection of sunlight in a 
pond, interaction here comes before following a path towards 
a predetermined place”.

Matthew Wilkinson is an artist based in Dublin and 
founding director of The Horse.
thehorsedublin.xyz
@thehorsedublin

Matthew Wilkinson, Boat – FPPS Prototype stage (Prototype therapy for the realization of indulgent fantasies of my lifelong dream), 2021; photograph by Heron White, courtesy of the artist and The Horse.
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Lifelong
Learning
Autumn/Winter 2021

Lifelong Learning Partners

VAI Café: Introducing… Louth
Date/Time: Wednesday 8 December, 3pm
Places: 70
Cost: Free

Peer Critique Session: Kilkenny (with 
Laura McCaff erty
Date/Time: Thursday 4 November & 
Thursday 11 November, 10am
Places: 8
Cost: Free for Kilkenny-based members

How to Price Your Work
Date/Time: Wednesday 10 November, 1pm 
– 5pm
Places: 6
Cost: Free for Louth-based members

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 12 November, 10am – 2pm
Places: 6
Cost: FREE

The Ethical Artist (with Julie’s Bicycle)
Date/Time: Wednesday 24 November, 1pm 
– 5pm
Places: 6
Cost: Free for Clare/Limerick/Tipperary-
based members

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

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 3 December, 10am – 2pm
Places: 6
Cost: FREE

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 17 December, 2pm – 5pm
Places: 6
Cost: FREE

Helpdesks / Clinics

Age & Opportunity: Access in the 
Visual Arts
Date/Time: Wednesday 3 November, 3pm
Places: 70
Cost: €5 (VAI members)
€10 (Non-members)

How to Price Your Work
Date/Time: Wednesday 10 November, 11am
Places: 70
Cost: €5 (VAI members) 
€10 (Non-members) 
Free for Louth-based members

The Ethical Artist (with Julie’s Bicycle)
Date/Time: Wednesday 24 November, 11am
Places: 70
Cost: €5 (VAI members) 
€10 (Non-members) 
Free for Clare/ Limerick/ Tipperary-based 
members

Webinars / Talks

Visual Artist Cafés / Peer Critique

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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The Irish Traditional Music Archive & Music Network Bunting Commission

Limerick City Gallery of Art 16.12.21-13.02.22
Irish World Academy of Music & Dance, University of Limerick 21.12.21

IN PARTNERSHIP WITH

The Arts Council of Ireland Project Awards 2021, Source Arts Centre, 
Centre Culturel Irlandais, Paris & The Canada Council for the Arts

Touring in 2022

www.gallery.limerick.ie

FEATURING THE DEBUT OF

KINDLY SUPPORTED BY
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