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ART AND ACTIVISM Liz Burns 
Recently, I came across an Art Basel Conversation on YouTube titled 
‘Conversations: The Future of Artistic Practice: The Artist as Activist’.  
This conversation involved curator Hans Ulrich Obrist in conversation 
with	artists	Yale	Bartana,	Huda	Lutfi	and	Theaster	Gates	in	November	
2012.1 While the conversation itself was quite engaging, what struck 
me most was the fact that this conversation was happening at all in the 
commercial context of Art Basel. One could indeed take a cynical view 
on this and see it as the commercial art world/art market embracing 
the latest artistic fad—in this case—art and activism. Or indeed one 
could	view	it	as	a	reflection	of	the	momentous	times	that	we	live	in,	in	
the context of the ‘war on terror’, post Arab Spring, and the continuing 
crisis	of	neoliberal	capitalism	that	we	find	ourselves	in	today.	

Another thought that struck me from this Art Basel conversation was 
how two of the artists on the panel, both with very committed and 
sustained socially engaged art practices, very quickly pointed out in 
their introductions that they did not consider themselves ‘activists’. 
Indeed most debates today on art and activism tend to get tangled up 
in the word ‘activism’ which usually implies some form of collective 
campaign, or action we tend to associate with public demonstrations 
or street protests. According to the Collins English Dictionary activism 
is “A policy of taking direct and often militant action to achieve an end 
especially	a	political	or	social	one”.	Somehow	I	find	this	definition	of	
activism lacking as it doesn’t take into account the changing nature of 
the public sphere today and how we interact as human beings.

In the September 2012 edition of Frieze art magazine, co-incidentally 
also embracing the subject of ‘Art as Activism’, co-editor Jennifer Higgie, 
in her introduction, calls for activism to be seen in a more expanded 
way and points out that there are more ways of being active and socially 
engaged than organising a meeting.2 Indeed to be ‘active,’ I would argue 
is a part of being alive and involves some form of taking action. As 
fellow	citizens,	artists	have	the	creative	skills	to	reflect	back	to	society	
what they see, to invent, to play, make strange, to pose questions, to 
celebrate, provoke or imagine a world otherwise. In an interview with 

1  www.youtube.com/watch?v=cc6TurcumLU 
2 Frieze No 149 September 2012 pg 13.
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American artist Suzanne Lacy in the same Frieze edition, when asked 
how she gauges her work, Lacy replied, “The best I can hope for is to 
relate a set of experiences that move us in a direction of understanding 
each other better, understanding social systems better, and thinking 
about new ways to make art”.3 Lacy clearly sees herself as an artist and 
active being or activist. These are not mutually exclusive entities, but 
part and parcel of her being.

So, by way of a long-winded introduction, we in the Fire Station 
Artists’ Studios decided to embrace this term and title this book ‘Art 
and Activism’ in the hope of generating some debate and critical 
thought from artists and curators both national and international, 
who may or may not consider themselves ‘activists’ per se but who all 
have practices that engage within the social and political arena. In an 
initial conversation with Israeli curator Galit Eilat, whom I invited to 
present at a symposium in 2013 on her activist curatorial practice, Galit 
responded that she was less interested in the term ‘Art and Activism’ and 
more interested in the idea of ‘Art and Responsibility’. Her presentation 
at the symposium titled ‘Art and Responsibility’ took place in Limerick 
City	Gallery	of	Art	(LCGA)	in	November	2013,	and	is	included	as	an	
edited	transcript	in	this	publication.	In	her	presentation	Galit	reflects	
upon the role and responsibility of the curator, artist as well as the art 
institution	when	working	in	sites	of	conflict,	particularly	within	the	
context of her experience of working in the Middle East as former 
director of the Centre for Digital Art in Holon, Israel. 

Another	aim	of	this	book	is	to	acknowledge	and	reflect	upon	the	art	
and activism work of Fire Station Artists’ Studios over the last two 
decades as we marked our 20th anniversary in 2013. In marking this it is 
important for organisations such as Fire Station to take stock of where 
we came from, our role as an art institution, our history in community 
activism	and	supporting	socially	engaged	arts	practices,	as	well	as	reflect	
on the evolution of our arts programming over the years. Recognising 
the notable shift from object -based to more context-based art practices 
in recent years and the myriad ways in which artists are now engaging 
within the social and political arena, Fire Station’s programming has 
evolved considerably, from running an annual Studio Award  
(2002–2010),	to	public	art	programmes,	to	developing	a	think	tank	 
for socially engaged arts practitioners, to publications, exhibitions  
and symposiums. 

3 Frieze No 149 September 2012’ Questions and Answers Suzanne Lacy and Jennifer  
 Higgie pg 143.
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In addition we recognise the importance of developing critique around 
this ever expanding area of arts practice through bringing national and 
international arts practitioners into dialogue with one another.  
In 2010 Fire Station invited the Danish curatorial collective Kuratorisk 
Aktion to work with Irish artists and curators in applying their activist 
curatorial methodologies, which are based on transnational, feminist 
and post colonial critique. The result was ‘Troubling Ireland’: a mobile 
think tank for artists and curators based in Ireland, conceptualised and 
led by Kuratorisk Aktion. This think tank provided a critical, aesthetic 
and	discursive	platform	for	its	seven	participants:	Kennedy	Brown	(the	
collaborative	partnership	Sarah	Brown	and	Gareth	Kennedy),	Helen	
Carey, Anthony Haughey, Anna Macleod, Augustine O’ Donoghue and 
Susan Thomson.4 

In an interview I conducted with Kuratorisk Aktion in 2013 and 
reproduced here in this book, Tone Olaf Nielsen and Frederikke 
Hansen	reflect	on	their	activist	curatorial	methodologies	as	well	as	 
their	learning	and	reflections	from	having	led	this	think	tank	in	Ireland.	 
To get more background into the processes of this think tank, this 
book also contains an essay from cultural geographer Bryonie Reid who 
shadowed the think tank and was commissioned to write her personal 
response	which	was	titled	‘Reflecting	on	Troubling	Ireland:	a	cultural	
geographer’s perspectives’. 

Now almost two years later as part of this publication we are pleased 
to bring together the myriad practices of the seven artists and curators 
who took part in this think tank, as a representative snap shot of arts 
and curatorial practices that sit within this broad continuum of art 
and activism in	Ireland	today.	Reflecting	on	her	work	with	artists	on	
her Labour and Lockout series of exhibitions in 2013, curator Helen 
Carey	reflects	that	the	artist	as	activist	in	21st century Ireland takes a 
very	different	form	to	the	artist	as	activist	in	1960’s	Argentina,	or	1980’s	
New York. She observes that Irish artists of 2013 are witnesses, less 
provocateurs,	who	question,	record,	inquire	and	reflect.

The images and texts interspersed throughout the book by Kennedy 
Browne, Helen Carey, Anthony Haughey, Anna Macleod, Augustine  
O’Donoghue, Susan Thomson and Bryonie Reid, provide glimpses 
of a diverse range of artistic and curatorial enquiries, that question, 
record,	inquire,	reflect	and	also	provoke.	They	bear	witness	to	times	
past while also speculating on the present and the future. They address 
themes of sustainable energy, labour activism, working conditions for 

4 See www.troublingireland.com. 
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artists today, homophobia and its colonial legacy, border identities 
as well as interior and exterior landscapes in relation to memory and 
trauma. These artistic enquiries were developed throughout the course 
of the think tank and were presented two years later in the exhibition 
‘Upending’ which took place in LCGA in partnership with Fire Station 
in November 2013. In a year that marked the centenary of the 1913 
Dublin	Lockout	and	general	strike,	it	is	fitting	that	labour	and	activism	
are themes examined in this exhibition. 

‘Has the artist been paid?’ is artist Augustine O’Donohue’s response to the  
lack of discourse on how and under what conditions artists themselves  
labour. O’Donohue’s work references a nationwide survey undertaken 
by	Visual	Artists	Ireland	in	2012	which	revealed	that	79.66%	of	the	
artists surveyed who actively exhibit in Ireland received no fee for their  
participation in exhibitions and their production costs were not met in  
many cases.5 In a year commemorating labour and looking to where we  
may go from here, O’Donohue’s work seeks to activate discourse around 
the precarity of working conditions for artists and those in the so called 
‘creative classes’ today.

As fellow citizens and workers, artists have the creative and cognitive 
skills	to	reflect	on	the	times	that	we	live	in,	translate	this	and	share	
this within the public realm. In an Irish Times homage to Seamus 
Heaney, Ireland’s much loved poet and Nobel Prize Winner who died 
in 2013, journalist Fintan O’Toole describes Heaney’s ability to remain 
true to his art in a time of social and political upheaval in his native 
Derry. Recognising the need to respond on his own terms to what 
was happening all around him with the outbreak of The Troubles in 
Northern	Ireland	in	the	1960’s,	Heaney	reflected,	“the	problems	of	
poetry moved from being simply a matter of achieving the satisfactory 
verbal icon, to being a search for images and symbols adequate to our 
predicament”.6 This search for images and symbols adequate to our 
predicament, perhaps best sums up this relationship between art and 
activism. Recognising his vocation as an artist who will continue to 
work in his own way, Heaney wrote: 

“Between	my	finger	and	my	thumb,
The squat pen rests 
I’ll dig with it”.7

May artists continue to dig, excavate, upend, and bear  
witness to the times that we live in. 

5 Visual Artists Ireland Advocacy Datasheet #7: Topic: Visual Artists’ Payments, 2013 
 http://visualartists.ie/advocacy/advocacy-datasheet-7-topic-visual-artists-payments/
6 The Irish Times, Sat August 31st 2013. 

7 Poem ‘Digging’ in ‘Death of a Naturalist’—Seamus	Heaney	collection	of	poetry	(1966). 







KURATORISK AKTION
IN CONVERSATION
In 2010, the Danish curatorial collective Kuratorisk Aktion was 
commissioned by the Fire Station Artists’ Studios in Dublin to frame 
and convene a think tank for artists and curators in Ireland. Drawing on 
their experience of curatorial activism, and their decolonial engagement 
with colonialism and postcolonialities, Kuratorisk Aktion conceived 
the idea of ‘troubling’ Ireland. The think tank provided a critical, 
aesthetic and discursive platform for socially engaged practitioners 
in which received notions of Irish identity, history and politics, and 
Ireland’s relationship to global capitalism, were probed and unravelled. 
Participants	were	Gareth	Kennedy	and	Sarah	Browne	(as	collaborative	
partnership	Kennedy	Browne),	Anthony	Haughey,	Anna	Macleod,	
Augustine O’Donoghue, Susan Thomson and Helen Carey.

The following is an edited transcript from a Skype conversation 
between Tone Olaf Nielsen and Frederikke Hansen from Kuratorisk 
Aktion with Liz Burns of Fire Station Artists’ Studios in Dublin on 22nd 
August 2013 and subsequent follow up emails.

Liz: To	start	off	can	you	talk	a	little	bit	about	how	Kuratorisk	
Aktion	first	came	to	work	in	Ireland	and	your	initial	
impressions when you were invited by the Fire Station 
Artists’ Studios to develop a programme working with 
Irish artists?

Tone:  I think the entire project really came about because 
I was fortunate enough to be invited to Ireland on 
two	different	occasions	to	contribute	to	two	different	
conferences. That is where I met you, Liz, and how 
Fire Station Artists’ Studios became familiar with the 
practice of Kuratorisk Aktion. Frederikke and I were 
subsequently approached by Fire Station to conduct a 
Master Class as part of your programme with socially 
engaged artists in Ireland. Right? 

with Liz Burns

2005
Kuratorisk Aktion formed

2006
Rethinking Nordic Colonialism
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Liz: Yes, as part of our workshop programme, that’s right…

Frederikke:  We had this whole discussion when you and Clodagh, 
the Director of Fire Station, came over to see us in 
Copenhagen. We jokingly critiqued the idea of a Master 
Class and said that we’d rather do a mistress class! 

Liz: Yes… You both didn’t like the term Master Class.

Frederikke:  No we didn’t like the term, but that was a productive 
moment; it started us thinking and that evening we came 
up with a loose concept of proposing a programme more 
like a think tank. When you invited us over to Dublin 
for a research trip we had the opportunity to do a Public 
Hearing at the end in the Fire Station, where artists and 
curators could meet us and get acquainted with our way 
of working and the idea of conducting a think tank.  
Then they could make up their own minds if they wanted 
to apply for the think tank with Kuratorisk Aktion.

Tone: To give a little background on Kuratorisk Aktion, 
Frederikke and I founded the collective in 2005 and 
really	based	our	practice	on	investigating	the	specificity	
of colonialism and postcoloniality in the Nordic region, 
meaning Scandinavia and the North Atlantic countries. 
The invitation from Fire Station gave us the opportunity 
to apply a postcolonial perspective outside of our own 
region and test some of the methodologies we developed 
within	the	Nordic	region	in	a	different	context.	 
And that was a very interesting curatorial challenge for 
us. So the whole idea for this think tank was to try to  
use socially engaged art, thinking and activism, to tease 
out a colonial legacy that also in the Republic of Ireland 
seems to be somewhat repressed or played down, as is  
the case in Scandinavia. 

Liz: I know there was a bit of discussion at the start about 
the title ‘Troubling Ireland’. We questioned the term 
as	some	felt	it	was	too	connected	to	the	conflict	in	
Northern Ireland or “the troubles” as we call it. But I 
think it was interesting how you both picked up on that 
term	and	used	it	in	a	different	way,	in	terms	of	troubling	
perceptions. I think initially the group was not so keen 

2010
TUPILAKOSAURUS

2009
Metropolitan Repressions

2006
The Road to Mental 
Decolonization12
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 to embrace the idea of the postcolonial and the think 
tank’s intention to analyse and critique colonialism and 
its legacy here in Ireland.

Frederikke:  Well, we were trying to trouble Ireland in more ways than 
one. The aim of the think tank was to test how socially 
engaged art and curating can engage a problematic 
like ‘Ireland’ and help negotiate its troubled past and 
contested future. Our intention was for it to be able 
to	offer	a	meaningful	and	stimulating	environment	for	
discussing how the two disciplines can contribute to 
‘troubling’ dominant perceptions of the Irish pasts and 
presents	that	may	allow	us	to	envision	different	futures.

Tone: The methodology developed by Kuratorisk Aktion 
merges classical postcolonial discourse with a 
comparative, i.e. transnational feminist critique. For 
instance, we are very indebted to transnational feminist 
thinkers and activists like M. Jacqui Alexander, Chandra 
Talpade Mohanty and Vandana Shiva. All of theses 
thinkers	have	stressed	in	different	ways	the	importance	
of crossing the nationalised, racialised, classed and 
gendered divides that separate us, so that we can begin 
to see how corporate capitalist and colonial structures 
operate	on	us	all,	although	to	very	different	effects.

Frederikke: So, the aim of the think tank was not to talk about “the 
troubles” as such, but to bring in all these other factors in 
order to interrogate the idea of a ‘colonial mindset’ and 
the degree to which it is internalised and thus haunts us 
in perhaps less obvious ways.

Liz: And you did this in an interesting way. I suppose that 
brings me to my second question. Could you talk a little 
bit more about the methodologies that you employed 
during the programme? And your reasoning behind this? 

Tone:	 Beginning	with	our	first	exhibition	project	Rethinking	
Nordic Colonialism from 2006, Kuratorisk Aktion 
has developed a methodology we call ‘curating across 
capitalist divides’. We believe that the current order 
of globalised capitalism divides us into positions of 
privilege and under-privilege along the lines of race, 
class, gender, sexuality, and so forth. Our methodology 
of crossing these divides enables us to bring together 
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bodies and mentalities normally held apart and 
create cross-disciplinary	projects	where	different	and	
sometimes	conflicting	knowledges	and	experiences	can	
be articulated. In this way, we by-pass the established 
‘north south, white coloured, male female, straight queer, 
individual state’ demarcations. 

Frederikke: When we begin to see the similarities between all our 
lives, that’s where real bonds of solidarity can be created 
across capitalist divides or borders. So of course for 
us it was of great interest that the border between the 
Republic of Ireland and Northern Ireland seems both 
very present and very repressed. We were interested 
in crossing, even collapsing this seemingly seamless 
border between the north and south, by bringing socially 
engaged arts practitioners together in a think tank that 
would physically and symbolically move around Ireland— 
both north and south. 

Tone: Also we employed this idea of “the troubles”, or 
‘troubling’ not as a provocative activity, but as an 
absolutely necessary exercise to unlearn, to unthink old 
stereotypes and patterns of behaviour. If you are to move 
in Ireland towards a convivial future, we have to trouble 
blind spots and hatreds rooted in the past. 

Liz: I’m interested in how you used that idea of movement. 
How the think tank moved around Ireland and how  
these changing locations informed each think tank 
session. How important was that to you both in terms  
of not getting stuck in place? Is that an important part  
of your practice?

Frederikke:  Yes, we wanted to engage with the mobility of crossing 
and collapsing borders. Over the course of a year, from 
September	2010	to	May	2011,	we	held	five	meetings	
in	cities	of	social	and	political	significance,	north	and	
south of the border: Dublin, Manorhamilton, Belfast and 
Limerick,	and	Dublin	again.	In	each	location,	different	
problematics were engaged: British plantation economy 
and class relations, Ireland’s colonisation and division, 
the Celtic Tiger boom and bust, and possible paths to a 
more convivial and equitable future.  

15
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Liz: Yes, for instance Manorhamilton as a site that you 
chose was interesting in that it’s a border town and this 
informed the work that you did there and what was 
discussed in terms of hidden or repressed histories. And 
in Belfast you looked at the idea of post-colonial trauma. 
And again in Limerick, you looked at labour history both 
past and present and that city’s engagement with it. So 
place was very important. 

Frederikke: Well, comprising readings, presentations and sessions led 
by	the	think	tank	participants,	film	and	video	screenings,	
walkabouts with local experts, guest lectures by local 
researchers and cultural producers, as well as knowledge 
sharing and building sessions, each meeting engaged a set 
of	problematics	specific	to	its	location. 
So,	the	first	meeting	took	place	in	Dublin	in	the	National	
Museum of Ireland, Collins Barracks, where we discussed 
why and how to ‘trouble’ Ireland, and for whom? This 
entailed	discussions	on	what	troubling	signifies,	how	
many Irelands there are, the need to rethink terminology 
in order to grasp the relation between past and present, 
south and north, the local phenomenon of Celtic Tiger 
and the world order of capitalist globalisation, a sense 
of fatigue in Ireland when it comes to the topic of 
postcolonial studies/approaches, and much more…

Tone: In Manorhamilton, we discussed whether Ireland can 
truly	be	defined	as	a	postcolonial	nation	and	if	there’s	
a	relation	between	British	colonialism	(i.e.	British	
plantation	economy)	and	globalised	Irish	capitalism	
(i.e.	the	Celtic	Tiger).	We	looked	carefully	at	the	erased	
social history of the protestant tradition in border towns 
south of the border such as Manorhamilton as well as the 
ecological consequences of rural migration and ‘ruberia’. 
In particular, we addressed the fear of speaking and the 
self-silencing that seem to characterise the South and 
its possible relation to the dynamics of the Church.In 
Belfast, we engaged Ireland’s colonisation and division 
with	specific	focus	on	the	border	and	its	construction,	
and discussed whether “the troubles” is a religious or 
class	conflict.	We	paid	special	attention	to	the	nature	
of politics of trauma and politics of memory, ways to 
remember and heal wounds as well as possible paths  
to decolonisation, commonwealth and alternative  
state formation.
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Frederikke: Unfortunately, I fell ill in the middle of the think 
tank	programme	and	couldn’t	attend	all	five	sessions.	
But, to continue, in Belfast the think tank focused a 
lot on examining women’s role under conditions of 
militarisation as absorbing and normalising states of 
exception and emergencies. The group also discussed 
discrimination against LGBTQs in the North and 
the South; in particular the erasure of sexuality in 
the Republic’s school curricula and the continuous 
contribution of the Church to LGBTQ discrimination  
in state institutions in order to protect the Catholic 
ethos/tradition.

Tone:	 During	the	third	meeting,	we	also	probed	different	
methodologies that could be applied to these 
problematics in order to trouble them, among others 
‘Applied and activist research’, ‘Creative writing’ and 
‘Emphatic research’.

 The fourth meeting took place in Limerick and aimed 
to unpack the dynamics behind the Celtic Tiger boom 
and bust and its relation to globalised capitalism. 
Specific	attention	was	paid	to	conditions	of	production	
historically and under globalised capitalism from the 
perspective of the most disenfranchised and disposable. 
This entailed a longer discussion on the phenomenon of 
‘double-speak’ in Irish politics, and whether capitalism 
is in fact structurally ‘paradoxical’ in the sense that 
capitalism in one generation can bring with it moments 
of cultural liberation, which in the next are transformed 
into new, more advanced forms of disciplining and 
exploitation. In that light, is the Celtic Tiger boom 
and bust a symptom of this paradoxical structure? And 
did the boom constitute a short moment of cultural 
liberation,	which	with	the	bust	(and	the	subsequent	
financial	rescue	plans)	has	transformed	into	new,	more	
advanced forms of disciplining and exploitation of the 
Irish population?
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Frederikke:	 For	the	fifth	and	last	meeting,	the	think	tank	returned	
to Dublin where questions of transnational migration, 
contested spaces and new forms of citizenship and  
state formation were engaged. The think tank  
concluded with a collective decision to launch a  
Troubling Ireland Campaign, beginning with a public 
poster campaign and website, launched in September 
2011 and ending with an exhibition. The aims of the 
poster campaign, to which all participants produced a 
poster, is best described as an invitation to the public to 
partake in the act of troubling and pointing out possible 
areas to trouble in order to navigate the present and 
understand the past. 

Liz: I was talking to some of the artists from the think tank 
in the last two years...we’ve all made observations about 
the think tank and how it has actually informed all our 
practices and is still resonating. Two years on now I’m 
curious	to	hear	what	would	be	your	reflections	and	main	
learning from having led this think tank and worked with 
artists and curators based in Ireland? 

Tone: We’re of course extremely glad to hear that. The think 
tank	also	resonates	within	our	practice.	The	specificity	
of the Irish repression of its colonial legacy, manifesting 
itself as ‘double-speak’ and self-silencing, has been crucial 
for our ability to magnify and work through our own 
blind spots. It was a huge privilege to be able to meet 
with the same group of people over a long period of time 
and together unpack such a complex case as Ireland. At 
times, the think tank was very hard work indeed, where 
we had to struggle to get to the core of things. Once 
we got beyond those obstacles, what we appreciated 
the most about the think tank was the element of 
co-authorship amongst multiple distinct voices. Each 
participant brought to the forum unique areas and 
methods of investigation characterising their particular 
practice. We are very grateful to them for sharing their 
knowledges, passions, phobias, and time.
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Liz: I remember certain interesting observations you made 
that came up in the poster that Kuratorisk Aktion 
designed for the poster campaign. You guys came up with 
a poster with a series of words in alphabetical order. The 
words that struck me were ‘blind spots’, ‘double-speak’, 
‘unpacking’, ‘unthinking’ and ‘silencing’. Those words 
resonated with me most from having been a part of this 
think tank. There has been a whole series of government 
reports published here in recent years uncovering abuse 
of children within church and state run institutions, and 
I’ve been working with artists around these themes of 
redress and remembering. These reports are part of this 
unpacking and unthinking. So I just wanted to thank you 
for that because I think it was something that stayed 
with me. 

Frederikke:  We also want to thank you and Clodagh for the 
opportunity to do the think tank, and maybe as a closing 
remark we’d like to say that the act of ‘troubling’, as we 
came to think of it during the process of the think tank, 
is an continuous act of unlearning, unpacking, going to 
the blind spots, opening up traumas, visiting the grave 
of the ghosts that haunt us. It’s life. It’s not something 
that can be dealt and done with in a project, no matter 
how thorough it is. The act of troubling continues; we 
have to continue troubling Ireland, the divides between 
the so-called global north and global south and our 
given identities. It’s a continuous process of unlearning, 
deconstructing and decolonising.

Tone: Art and curating are two of the tools available to do this 
—and perhaps amongst the more powerful ones. Both 
can initiate new discourses and visualise possible paths to 
a more convivial and equitable future by re-presenting,  
re-enacting, re-addressing. 
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*Kuratorisk	Aktion	(English:	curatorial	action)	is	an	all-female curatorial 
collective engaged in decolonial-transnational feminist work. It was 
formed in 2005 by Danish independent curators Frederikke Hansen 
(b.	1969)	and	Tone	Olaf	Nielsen	(b.	1967)	with	the	aim	of	taking	
curatorial action against the injustices and inequalities produced and 
sustained by the order of global capitalism. This has resulted in an 
ongoing curatorial investigation into the complex relations between 
capitalist globalization and historical colonialism, and the ways in 
which coloniality’s catastrophic race and gender-thinking continues 
to structure the nationalized, racialised, classed, gendered, and sexed 
divides of globalised corporate capitalism. In 2009, Faroese art historian 
and	researcher	Mirjam	Joensen	(b.	1979)	joined	the	collective,	offering	a	
crucial perspective from inside the postcolonial condition. 

In their broad body of productions, ranging from transdisciplinary 
exhibitions	to	film	programs,	publications,	and	public	discussions,	
Kuratorisk Aktion has in close collaboration with artists, theorists, and 
activists from around the globe probed into neocolonial structures of 
exploitation as well as postcolonial legacies of resistance, conviviality, 
and sustainability. With their projects, Kuratorisk Aktion endeavours to 
foster decolonial knowledge, actions of protest and bonds of solidarity 
that will allow for the envisioning of a more just and sustainable future. 

The collective’s projects include: Rethinking Nordic Colonialism: A 
Postcolonial Exhibition Project in Five Acts (different	locations	in	the	
Nordic	region,	2006),	The Road to Mental Decolonization (Tromsø	Gallery	
of Contemporary Art, Norway, 2008–10),	Metropolitan Repressions (SUM:	
Magazine	for	Contemporary	Art,	#4,	2009),	TUPILAKOSAURUS: 
Pia Arke’s Issue with Art, Ethnicity, and Colonialism, 1981–2006 (different	
art and cultural history museum venues in Copenhagen, Nuuk, and 
Umeå,	2010),	Troubling Ireland: A Cross-Borders Think Tank for Artists and 
Curators Engaged in Social Change (different	locations	in	the	Republic	
of Ireland and Northern Ireland, 2010–11),	and	TUPILAKOSAURUS: 
An Incomplete(able) Survey of Pia Arke’s Artistic Work and Research 
(Copenhagen:	Kuratorisk	Aktion,	2012).	Links:	www.facebook.com/
kuratoriskaktion/info, www.kuratorisk-aktion.org, www.rethinking-
nordic-colonialism.org, www.troublingireland.com, http://arts.brighton.
ac.uk/research/irn/resources	(an	interview	with	Kuratorisk	Aktion).	
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REFLECTING ON 
TROUBLING IRELAND: 
A CULTURAL 
GEOGRAPHER’S 
PERSPECTIVES 
My introduction to Troubling Ireland came via an invitation to speak 
at the think tank’s second meeting, in Manorhamilton in County 
Leitrim. Addressing the town’s location near the border with Northern 
Ireland and its plantation history, that meeting’s themes included 
Ireland’s current relationship to globalised capitalism and within this, 
the reproduction of colonial and postcolonial patterns of thought and 
behaviour. Artist participant Anna Macleod presented her concerns 
with the town’s forgotten histories, contemporary currents of politico-
religious	conflict	and	legacies	of	guilt	and	shame,	and	asked	me	to	speak	
from my research as a cultural geographer into Irish identity and the 
border. I decided that since the think tank aimed to trouble Ireland, 
I	would	aim	to	trouble	the	definition	of	Ireland	as	a	postcolonial	state	
within the think tank literature.

The action and ethos of troubling has underpinned my research for 
more than a decade. Having grown up an urban, middle-class Protestant 
in Northern Ireland, it quickly became clear to me that a simple and 
coherent sense of belonging on the island of Ireland was unattainable. 
Rejecting the other possibility, that of unreservedly identifying as 
unionist and British, my work as an undergraduate, a postgraduate 
and an independent researcher has been focused on the imagining and 
enacting of Irishness, and Northern Irishness, a much vaguer, more 
fragmented and more explicitly problematic concept. Entailed in the 
process is the troubling of these imaginings, probing and unravelling 
them	to	examine	their	origins,	their	uses	and	their	significance.	I	still	
experience my uncertain relationship to Irishness as painful: intellectual  
appreciation of the reasons for my exclusion from narratives of national 
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identity has never entirely expunged my emotional sensitivity to it. 
However, I have come to think of this awkward position as a productive 
one. Forced by dint of personal discomfort to adopt a sceptical and 
questioning attitude to identity claims, it becomes plain how limited 
and limiting many of them are, and that Ireland—including the North 
—is	infinitely	more	complex,	and	richer,	than	its	popular	and	traditional	
representations give us to understand. 

I	return	to	my	account	of	the	first	meeting	I	attended,	in	Leitrim.	The	
portrayal	of	Ireland	as	a	postcolonial	state	is	one	which	I	find	difficult,	
implying as it can that Northern Ireland remains a colonial society: 
in which case it is suggested I think of myself as a colonist. While I 
believe that ‘colonial’ and ‘postcolonial’ as descriptive terms can be 
used to simplify what is not now and never has been a straightforward 
relationship of coloniser to colonised between Ireland and Britain, 
Kuratorisk Aktion’s response to this, from their expert critical 
standpoint on postcolonialism, alerted me to the risk of what Edna 
Longley calls ‘selective forgetting’ in my own work.1 Discussions drew 
their	most	ruffled	responses	from	me	when	I	felt	that	the	particular	
and fraught position of Northern Protestants in relation to Ireland as 
a postcolonial state was either overlooked or reduced. This threatened 
to blind me to the particular positions of other parties in Ireland and 
further	afield.	Thus,	participating	in	the	think	tank	told	me	that	what	
I felt viscerally and met with hostility was what I most needed to 
interrogate and reassess in my ongoing attempt to trouble Ireland and 
trouble myself as an inhabitant of the island. It is possible to become 
comfortable in discomfort.

In	what	I	have	written	so	far	I	have	offered	a	very	personal	perspective.	
This is both an ethos and a methodology. Feminist scholar Donna 
Haraway explains her commitment to personal involvement in research:

following an ethical and methodological principle for science studies that 
I adopted many years ago, I will critically analyze, or “deconstruct”, only 
that which I love and only that in which I am deeply implicated.2

Many feminists consider that such tactics help researchers to  
sidestep the pretence to neutrality, objectivity and separateness  
from the research subject once so pervasive in a patriarchal and 
phallocentric academia. 

1 Edna Longley, ‘Northern Ireland: Commemoration, Elegy, Forgetting’, pp223-253 in  
	 	Ian	McBride	(ed.)	History and Memory in Modern Ireland, Cambridge, Cambridge University Press, 

2001, p253.
2 Donna Haraway, Modest_Witness@Second_Millennium,.FemaleMan©_Meets_OncoMouse™: Feminism  
 and Technoscience, London and New York, Routledge, 1997, p151.
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Although I move now to contextualise the think tank in relation to the 
work of feminist economic geographers J.K. Gibson-Graham, the thread 
of	personal	and	emotional	engagement	is	not	broken	off	here.
I	have	chosen	to	reflect	on	aspects	of	the	think	tank	through	the	lens	
of Gibson-Graham because I found repeated and powerful resonances 
between their principles and practices and those advocated in the 
think tank. They critique the idea of capitalism as a monolithic and 
immovable system, suggesting that rather, non-capitalist and anti-
capitalist	practices	flourish	in	capitalism’s	interstices,	in	parallel	with	
it and beyond it.3	The	act	of	troubling	is	central	to	their	efforts	to	
expose	capitalism	as	a	‘regulatory	fiction’	on	a	par	with	heterosexuality	
or Christianity when applied to nation-states—and, I would argue, 
‘Irishness’ in relation to Ireland.4 

I	will	expound	upon	two	(out	of	many)	further	aspects	of	their	work	
which	I	believe	both	reflect	the	think	tank	process	and	constitute	
models for its ongoing work. First is the recognition of emotional 
engagement with research and with activism. I have been explicit about 
my own emotional responses to the subjects discussed and I understand 
emotion to be central to Kuratorisk Aktion’s research methodologies, in 
simple acknowledgement that we are more than our intellects. Gibson-
Graham not only privilege the emotional alongside the intellectual in 
active research, but urge validation of positive emotion, in counterpoint 
to what they consider an orthodox leftist stance in which ‘paranoia, 
melancholia and moralism intermingle and self-reinforce’. In my 
experience of academia, emotion is likewise suspect as naïve and 
subjective and the ability to critically dismantle the work of others is 
worth more than the attempt to think through possibilities with hope 
and oriented ‘toward connections and openings’.5 In setting oneself to 
trouble, there is a risk of tearing down without building up, and I invoke 
the example of Gibson-Graham here to argue that the turn to emotion 
is a methodology of honesty and fullness through which to address 
colonialism and capitalism in Ireland, and as a reminder that troubling 
can and should be a creative act.

3 J.K. Gibson-Graham is the name assumed by Katherine Gibson and the late Julie Graham for their 
 collective work. What I refer to is found in The End of Capitalism (As We Knew It): a Feminist Critique  
 of Political Economy, Minnesota and London, University of Minneapolis Press, 1996, and A   
 Postcapitalist Politics, Minnesota and London, University of Minneapolis Press, 2006. Their views of 
 capitalism are echoed throughout one of the think tank’s principal reference texts, Commonwealth,  
	 by	Michael	Hardt	and	Antonio	Negri	(Cambridge	(Massachusetts),	Belknap	Press	of	Harvard			
	 University	Press,	2009).	
4 Judith Butler, quoted in Gibson-Graham, The End of Capitalism, p2.
5 Ibid., pp1 and 4.
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The second aspect of Gibson-Graham’s work which I wish to address is 
its geographical nature. The think tank’s themes and concerns as framed 
by Kuratorisk Aktion do not derive from geography. However, the 
geography of the meetings was theoretically as well as materially crucial. 
These sites gestured towards the four points of the compass, the urban 
and the rural, the central and the peripheral, and the border between 
Northern Ireland and the Republic of Ireland. Each site’s geographical, 
historical, social, political and cultural particularities shaped the meeting 
it hosted and each meeting involved discovering the site through 
walking, allowing for a revelatory conjunction of body, mind and place.

Gibson-Graham, as feminist geographers, ground their work in both 
subjectivity	and	place,	which	they	define	as	‘ontological	substrat[a]’.6 
Refuting the charge that their focus on place is parochial, they cite 
Rebecca Solnit’s formulation of the local as a ‘coherent foundation 
from which to navigate the larger world’.7 While Elspeth Probyn is 
suspicious of ‘the postmodernist gesture of the local’—which	affects	
to avoid the grand sweep of modernist theory but fails to engage with 
actual material localities—she believes that a thoroughly grounded and 
meticulously self-critical feminism can ‘render the local into something 
workable, something to be worked upon’.8 At the most, the local should 
be taken as ‘a fragmented set of possibilities that can be articulated into 
a	momentary	politics	of	time	and	place...	[and]	not	as	the	end	point,	but	
as the start’.9 Artist Gareth Kennedy points to the need in his work with 
Sarah Browne ‘not to get stuck in place, but not to deny place’.10 

Similarly, Gibson-Graham write of their struggle to render both 
subjectivity	and	place	as	absences,	in	order	to	turn	them	into	fluid	sites	
of possibility:

Place has been harder to locate negatively. We were stuck at first on 
its specificity, its dailyness and groundedness—what might be called 
the positivities of place. Over time, however, the negativity of place 
seeped into our awareness. Place became that which is not fully 
yoked into a system of meaning, not entirely subsumed to and defined 
within a (global) order; it became the aspect of every site that exists as 
potentiality. Place is the “event in space”, operating as a “dislocation” 

6 Ibid., pxxviii.
7 A Postcapitalist Politics, pxxi.
8  Elspeth Probyn, ‘Travels in the Postmodern: Making Sense of the Local’, pp176-189 in Linda   

Nicholson	(ed.)	Feminism/Postmodernism, London and New York, Routledge, 1990, p178, p187.
9 Ibid.
10 Personal communication from Gareth Kennedy, 14th May 2011, Fire Station Studios, Dublin.
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with respect to familiar structures and narratives. It is the eruption of 
the Lacanian “real”, a disruptive materiality. It is the unmapped and 
unmoored that allows for new moorings and mappings. Place, like the 
subject, is the site of becoming, the opening for politics.11

This rich notion of place’s potentiality is what drew me into cultural 
geography, and for me the geographically grounded nature of the think 
tank’s	process	over	the	last	year	is	powerfully	significant.	Walking	
around, learning about and attending to individual places in Ireland 
and Northern Ireland, while engaging with national and local narratives 
of identity, history, politics and economy, think tank participants have 
built on their intellectual, bodily and emotional awareness of the real 
complexity and mutability of Irish subjectivities and Irish places. From 
this starting point, the campaign to trouble Ireland can productively 
proceed, and will perform a geographical and conceptual return to those 
places in which it was conceived.

11 A Postcapitalist Politics, pxxxiii.
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ART AND 
RESPONSIBILITY: 
The following is an edited transcript taken from a presentation by 
curator Galit Eilat at the symposium ‘Art and Responsibility’ that took 
place in Limerick City Gallery of Art in partnership with Fire Station 
Artists’ Studios on 12th November 2013.

Galit Eilat is an independent curator, a writer and the founding 
director of The Centre for Digital Art in Holon, Israel. Currently she 
is a research curator at the Van Abbemuseum in Eindhoven as well 
as Co-curator of the 31st São Paulo biennial to take place in 2014. She 
is cofounder of Maarav—an online arts and culture magazine. Her 
projects tackle issues such as the political situation in the Middle East, 
activism or political imagination in art. Her curated and co curated 
exhibitions include: Black or White (2013),	Van	Abbemuseum,	Eindhoven,	
The Netherlands; It doesn’t always have to be beautiful, unless it’s beautiful 
(2012),	(co	curator	Charles	Esche),	National	Gallery	Kosovo,	Kosovo.	
A Voyage To Cythera (2012),	The	Berlin	Medical	Historical	Museum,	
Berlin, Germany; And Europe will be stunned (2012),	Van	Abbemuseum,	
Eindhoven, The Netherlands; And Europe will be stunned (2011),	Venice	
biennial	(co	curator	Sebastian	Cichocki)	Venice,	Italy. 

Galit Eilat: Good morning. As part of this talk on Art and 
Responsibility	I	would	like	to	go	from	specific	contexts	and	projects	
which	reflect	the	way	that	I	work,	to	asking	questions	along	the	way;	
questions that I still don’t have all the answers to yet. When Liz Burns 
from	the	Fire	Station	Artists’	Studios	first	invited	me	to	write	an	essay	
on the theme of Art and Activism I explained that I don’t like the term, 
and would prefer to talk about Art and Responsibility, it’s a term I 
prefer to use which I will address today as part of this symposium.

I want to relate this idea of responsibility to the question of 
presentation and representation today, following the events in the 
past few years particularly post Arab Spring, what’s happening in the 
Middle East but also what’s happening in cities around Brazil in the 
last six months which I have become more familiar with because of 
my work on the São Paolo Biennale. It’s important to look at this 
question of presentation and representation around public gatherings 
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or demonstrations in these cities and also to talk about the role and the 
responsibility of art institutions, especially public funded institutions, 
which use tax-payers money and question what the role of that 
institution is in these situations? 

Part of how I worked in Israel as Director of the Centre for Digital Art 
in Holon in Israel was very much related to this question of the role  
of the publicly funded art institution. These questions are still  
very	resonant	in	Israel	today,	but	in	a	different	way	than	five	years	 
ago, because the government has changed and with that cultural policy 
has changed. And this is one of the reasons why I’m not working in 
Israel anymore. 

Responsibility 
So I will start with responsibility and the question of who is able to 
respond? Responsibility, is it given to you, or do you take responsibility? 
And if you take responsibility, are you able to respond? I will connect 
this idea of responsibility to what’s been happening in the Middle East 
as well as São Paolo. If we don’t really do our research we will not hear 
about what’s happening on the ground in these countries. For instance 
the	demonstrations	in	Brazil	that	started	in	June	2013	with	the	‘Tariff	
Zero’ campaign in São Paolo—which was around the raising of the price 
of the ticket for public transport—this is still continuing today. 

So, every day there is a demonstration in São Paolo and more 
demonstrations are happening in Rio de Janeiro and they are changing 
all the time. If we also look at the ‘Occupy’ movement, the people that 
are responding in all these demonstrations are mainly the middle classes. 
In Brazil they call these demonstrations ‘manifestations’. There are two 
elements to theses demonstrations that are repeated in most places:  
1. They are mainly started by the middle classes and 2. Most people that 
demonstrate don’t come to negotiate with the government. In most of 
the demonstrations it was ‘no, we disagree’. We disagree with the model 
of the democracy, you are not representing us or using the mandate that 
was given to you by us. 

In Hebrew the word responsibility relates to ‘the other’ or idea of 
‘otherness. So in the word ‘responsibility’, it’s already accumulated the 
responsibility of the other. The philosopher Emmanuel Lévinas wrote 
a lot about this idea of the responsibility of the respondent as well as 
Jacques Derrida. According to Lévinas, ethically people are responsible 
for one another in the fact-to-face encounter. Responsibility means to 
literally carry the other on your face, as your face, as a mask on your 
face. So this is why I prefer to ask questions about responsibility and 
not about art and activism. 

30



As a director of an Art Centre in Holon, it was often remarked ‘you’re 
not dealing with art you’re dealing with activism’. But no, I disagree— 
we were dealing with art. It’s to empower both activities at the same 
time. So activism is part of the art practice. I also disagree with the term 
‘political art’. I prefer to think of it as art that is engaged with political 
issues and artists that engage with the political. I’ll be examining the 
role and responsibility of the art institute, through discussing some of 
the projects we did in the Centre for Digital Art. ‘The Israeli Centre for 
Digital Art’ is the name the Centre uses in Israel, and when we worked 
in other places we used the name ‘Digital Art Lab’, since we worked 
quite a lot and cooperated with art institutes from Arab countries, and 
Israel is not welcome in those countries. Sometimes it’s to do with 
the boycotting, and sometimes it creates real trouble for people and 
institutes if they work with Israeli institutions. So we used these two 
names, one name for working outside and the other one for working 
inside Israel.

To give you more context if you look at the UNESCO map of Arab 
States Israel is listed under Europe and North America. Also if you 
look at the regional arts list of the British Council, although Israel is 
physically situated in the Middle East we are not listed here, we are 
listed as part of Wider Europe, so we fall under European cultural policy. 
But Israel doesn’t have any geographical relation to Europe. 
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We have a historical relation; a cultural relation in the way that Israel 
was established. I make this introduction to contextualize working in 
the arts and culture in Israel. So the main link is with Europe and the 
US and most Israelis consider themselves more European or American. 
It depends, the left wing think that they are living in Europe and the 
right wing think they are living in the US. I think most of Israeli society 
don’t recognize that we are living in the Middle East. And this is part of 
the	conflict	with	the	Arab	countries.	So	it	is	very	important	to	say	that	
we	occupy	Palestine,	we	are	not	in	conflict	with	Palestine—we occupy 
Palestine.	The	relation	is	different—we	are	in	conflict	with	other	Arab	
states. Palestine is yet to become a state. 

Map of Occupied territories: and green line
To give some history and context, following the six day Israeli-Arab war 
in 1967, the occupied Palestinian territories now consist of the West 
bank	(including	East	Jerusalem)	and	the	Gaza	Strip.	However	despite	
this agreement made in 1967, Israel continues to build settlements inside 
these Palestinian territories. And these settlements stop Palestinians 
from traveling freely within these territories. 

These occupied territories are now divided into areas A, B and C. 
Area A is Palestinian territory and is controlled by the Palestinian 
Authority	(Gaza),	Area	B	is	Palestinian	territory	that	is	controlled	by	
Israel	with	the	Israeli	settlements	(West	Bank)	and	Area	C	is	Israeli	
territory. The Green line refers to the demarcations lines set out in the 
1949 agreement between Israel and its neighbours after the 1948 Arab- 
Israeli war. To enter the Palestinian territories or for Palestinians to 
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move	within	these	territories	is	very	difficult.	You	can’t	go	from	area	A	
to area B or C, you need to get permission to go to Palestine. Because 
Israel controls the borders, they don’t give permission and Palestinians 
don’t have the authority to. So most of the projects that the Centre for 
Digital Art did in Palestine we did without the permission of the state 
or against Israeli law. And this is the question I’d like to address. How 
do we work as a public institute that’s supported by the government, 
but going against that state’s law? 

April 1st Project
This is where my intervention in Palestine started or maybe ended. I 
and some friends had been active around demonstration against the 
Separation Wall.1 So this is linked to a project we did in 2004 —on April 
1st in a village called Abu Dis in the west bank which is cut in two by 
the wall. So if the wall was not there it would take the local kids two 
minutes to get to school, after they built the wall, the kids had to travel 
around the checkpoint so it takes them an hour. Sometimes the soldiers 
don’t open the gates so the people can’t travel.

We decided to do something very simple: a group of friends—called 
‘Artists without Walls’ group created an art event on the wall, to 
create awareness of the damage done by the wall, as nobody ever visits 
this place. You see it on the news, but Israelis never visit. April 1st 
was selected as the project’s title and the date as a type of hoax. The 
intention was to make the Separation Wall transparent. To do this we 
positioned two video cameras on either side of the wall, each camera 
with its back to the wall and its lens directed at the view facing it. Each 
camera was connected to a video projector located on the other side of 
the wall, which projected what was happening on the other side of the 
wall in real time, creating a virtual window in the wall. 

For several hours the village residents could observe the other side of 
their village through this virtual window. So people went home and 
brought back plastic chairs and used it like an open cinema. We had a 
very conceptual idea that we were going to bring people to the wall and 
to make the wall transparent. But people from the village and people 
that	came	started	using	it	differently-waving, playing with the image. So 
it became a very funny event. The people sang songs and communicated 
with the wall. Some people in the village hadn’t seen each other for 
three months because it’s a hassle to go around the wall, so they used it 
as a meeting point and played with it. When we edited the video later 
on, we saw two soldiers from the border police conversing and one is 
explaining to the other—“they made the wall transparent”. 
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The demonstration as spectacle
There is a tactic used in non-violent demonstrations. It needs to be an 
artistic event, and it needs to create a spectacle in order to attract the 
media,	and	to	create	a	buffer	zone	before	the	violence	is	started.	This	
spectacle	is	happening	in	a	village	called	Bil’in	and	it	is	very	specific	
and very special. Bil’in is another Palestinian village situated on the 
green line in the West Bank along the separation wall or in this case 
a fence. For many years the local people can’t go to work their lands 
and olive groves because of this fence so they started to stage a weekly 
demonstration or type of spectacle. The master planner behind these 
weekly events, has often been asked as an artist to show what he did, 
and he refused and said ‘I’m not an artist’. But I think some of the 
projects he did are amazing. 

Every Friday at noon for the past seven years the people from the village 
gather and go to this fence where they confront the border police and 
try to break through the gate which blocks their access to their lands. 
And it’s become a ritual and an example of non-violent demonstration. 
And this is related to the idea of presentation and representation and 
what happens in Istanbul for example, and São Paolo, and I’m sure 
it‘s happening in lots of other places. When you ask for a license for a 
demonstration you can’t say it will be a violent demonstration so it’s 
always a non-violent demonstration. And it often becomes violent. 

Every	Friday	in	Bil’in	they	stage	a	different	event	around	theses	
demonstrations. For example one Friday they decided to stage a 
wedding near the gate where the fence is. So the kids all dressed up  
and	they	carried	the	Palestinian	flag	and	everyone	in	the	village	marched	
up to the fence with music and they staged a wedding ceremony. And of 
course	there	were	fights	with	the	Israeli	border	police	and	the	activists	
tried to break through the gate while the wedding ceremony took place. 
So it’s about creating images of these demonstrations or making them 
spectacles, where the media come and photograph the event. Because 
without these images or spectacles nobody really writes about what’s 
happening in Bil’in. So these images are very important to inform. It’s 
about creativity and it’s always a play between the media and the one 
that produced the image. 

The border police tactic in Israel is to throw tear gas to the other side  
of the fence in order to break up these demonstrations. This is the 
tactic that’s used now in urban demonstrations worldwide in France  
and London, and Israel has produced a lot of knowledge around those 
events. Israel now sells this knowledge of how best to deal with urban 
manifestations or demonstrations. 
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Liminal Spaces 
How the Jewish settlements have come about in the Palestinian 
territories along the green line is related to Ottoman law. Ottoman Law 
states that if you build a house in 24 hours it cannot be demolished. So 
this is the tactic that the Jewish settlers are using. They come in with 
a van overnight, build four walls, put in furniture and in the morning 
the army can’t remove them. They then need to go to the courts to get 
permission to move the settlement. 

So in Bil’in, which is on the green line, the Palestinians decided to 
do the same. Overnight, they built this house and the army couldn’t 
demolish it. They opened a new settlement so to speak. They basically 
followed the logic of the settlers to confront the Israeli army and the 
Israeli courts. The courts need to uphold Israeli law—It’s not just to 
protect Israelis citizens. Israeli law says that if you have built a house 
in 24 hours, you can’t demolish it. So people started visiting this house, 
drinking	coffee,	it	became	a	meeting	point.	After	the	courts	recognized	
this house and the army couldn’t demolish it, the people went to 
the Supreme Court and they were eventually granted permission to 
open the gates for a few hours every day to go to work their lands. So 
basically	the	courts	voted	against	the	Israeli	army	policy	of	closing	off	
this area. It’s now open for a few hours every day and night, so the local 
Palestinian people can go in the morning to work to work their lands. 

A few years after it was built we did a project in this house in Bil’in 
called ‘Liminal Spaces’ which involved Palestinian, Israeli and an 
international partner in Leipzig, Germany. We worked three years 
on	‘Liminal	Spaces’	(2004–2007)	which	was	related	to	the	geography	
of Israel and Palestine in particular the West bank and the contested 
territories. The aim was to explore whether artistic projects created by 
Israeli, Palestinian and international artists are capable of challenging 
the separation systems physically and mentally constructed by the State 
of Israel over many years. The project took place over three years and 
involved a collaboration between invited people and historians, urban 
planners, architects, sociologists, and artists. Three three-day seminars 
were held as part of Liminal Spaces in order to provoke dialogue and 
actions amongst the collaborators. They took place in Ramallah and 
in Palestinian villages inside Israel as well as along the green line. 
Palestinians are not only living in Palestine, there are around two million 
living inside Israel. During these three years a lot of work was produced 
but we never did an exhibition. We started the project when Hamas 
was elected and we ended it with the second Lebanon war, so there was 
no chance to do exhibitions in Israel, Palestine and internationally in 
Leipzig in Germany as was planned. 
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Brazil 
I’ll now talk a little bit about what’s happening in Brazil and the 
questions that I’m interested in in relation to representation and 
who represents who? ‘Midia Ninja’ is a two-year-old media collective 
in Brazil that has risen to prominence for its reporting of the mass 
demonstrations that started there in 2013. If you google ‘Midia Ninja’, 
you’ll see their footage used in Guardian newspaper reports and lots of 
You Tube postings of the demonstrations in Brazil. When the protest 
and demonstrations started in June 2013 Midia Ninja become known 
as ‘the channel of the people’. However, this isn’t true; this group is 
sponsored by the Brazilian government, through a community project 
called ‘Fora do Eixo’ which was originally set up to train people in 
video and using alternative media such as Indy media, so a Brazilian 
Indy media. But it’s now, today very clear that they are working on the 
inside for the government, inside the demonstration, and producing 
these images for the government. It’s funny when I arrived in Brazil 
people said to me ‘We are Brazilian and we have special way in how 
we demonstration. We celebrate. It always involves music in a kind of 
celebration’. It’s quite interesting that every place describes this as a 
unique	tactic.	No	it’s	not	a	unique	tactic,	it	may	be	specific	to	how	it’s	
done in certain places but it’s not unique. The celebration or music acts 
as a shield during the demonstration.

The other group producing images claiming to represent the 
demonstrations are the Brazilian Black Bloc activists.2 Criminals or 
people power depending on how you view them. They are the ones that 
are standing at the front of every demonstration in Brazil like in other 
demonstrations around the world. The Black Bloc started to be active in 
Brazil this year, especially in Rio, also in São Paolo, when the Brazilian 
government started cleaning the streets in preparation for the World 
Cup especially around the favelas, or shanty towns. There were many 
clashes with the police, and many people have disappeared. People are 
saying in Brazil that in the past two years more people have disappeared 
than the time of the dictatorship

The new Museum in Rio—‘The Museum de Art de Rio’ did something 
quite smart. They opened an exhibition dealing with the situation in 
Rio, and the government’s policy of cleaning the streets and destroying 
the neighbourhood, in order to build this museum. They invited 
artists especially from São Paolo to react. So activists, or artists that 
engage with political issues exhibited there and at the same time their 
friends from the activist groups were standing outside the Museum 
protesting. The artists and activists found themselves in the situation 
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that brought them together through the exhibition and also through the 
demonstrations outside the Museum. It was very smart move from the 
museum,	as	a	reflection	on	the	other	side	but	also	it	creates	a	friction,	
because many of the artists who produced art works for the exhibition, 
very much related to the activists groups that were protesting outside. 

I think in Israel and also in Brazil, talking with many artists, they say, 
‘you know, when I work with the activists they think that I’m too 
artistic and when I work with other artists they think that I’m too 
activist’. So this is one of the reasons that I prefer not to use the word 
activist. I also think it’s also related to the modernist period where 
everything needed to have a tag, to be separated. I think activism can 
be inside the art or it can be outside of the art. But I also think art and 
the umbrella of an ‘art project’, allows us to do things that activists can’t 
do. Art can bring audiences that will never go to a demonstration or 
sign a petition, to an art gallery or a public space and confront them 
with something else. I think this has become very important: to use art 
as a method, because most of the public don’t identify with activism, 
demonstrations, protesting or taking responsibility. It is to use the 
public space or the gallery and what was in the past referred to as this 
autonomous zone of art, in order to confront people with questions 
around politics and political engagement. 

1 The Separation Wall is a security and separation barrier  under construction by the State of   
 Israel since 2000 along and within the West Bank. Upon completion, the barrier’s total length 
	 will	be	approximately	700	kilometres.	90%	of	the	length	of	this	barrier	is	a	fence	with	60	metre 
	 wide	exclusion	area,	and	10%	is	an	8	metre	concrete	wall.	As	of	2012,	440	km	of	barrier	has	been 
 built. The barrier built partly along the 1949 Armistice line, or “Green Line” between Israel and 
 Palestinian West Bank, splits and cuts the Palestinian villages located along the Green Line.  
 According to the Israeli human rights organization B’Tselem,	8.5%	of	the	West	Bank	area	will	after 
 completion be on the Israeli side of the barrier. 

2 A black bloc is a tactic for protests and marches where individuals wear black clothing, scarves, 
 and other face-concealing and face-protecting items. The tactic was developed in the 1980s in the 
 European autonomist movement’s protests and they gained broader attention during the 1999 
 Seattle WTO protests. During the June–July 2013 mass public demonstrations in Brazil, a group of 
	 people	who	identified	themselves	as	“Black	Bloc	activists”	started	attending	demonstrations.	
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Anthony Haughey - Unity, ‘Dispute’, 2013.

Anthony Haughey - Kingscourt Lockout, ‘Dispute’, 2013. 
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KINGSCOURT  
BRICK WORKERS 

On December 15th 2011 the management of Lagan Brick factory, in 
Kingscourt, County Cavan ceased production of domestic house bricks. 
This was due to a fall in demand following the global economic crisis 
and the collapse of Ireland’s overheated housing market. The workers 
were sacked without notice and the management refused to pay their 
statutory redundancy entitlements. The workers had more than 600 
years service between them. They staged a dispute outside the gates of 
the	factory.	The	lockout	lasted	for	272	days	and	was	finally	resolved	by	
the intervention of politicians and the Industrial Labour Court.

Red clay bricks are no longer produced anywhere in Ireland. On the 
final	day	of	production	one	of	the	workers	had	the	foresight	to	rescue	
some of the last bricks from the production line before they reached 
the kiln. Artist, Anthony Haughey worked closely with the brick 
workers and documented the lockout. At the end of the lockout the 
unfired	bricks	were	gifted	to	the	artist	to	produce	an	art	work	dedicated	
to the struggle of the workers, their families and the community who 
supported them.

www.anthonyhaughey.com

Lockout 2013
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THE SPECIAL 
RELATIONSHIP
I’m	going	to	be	asking	you	about	some	difficult	or	stressful	things	 
that sometimes happen to people, on their own or as part of a collective 
experience. I’ll start by asking you to look over a list of experiences  
like this and check any that apply to you. Then, if any of them do apply 
to	you,	I’ll	ask	you	to	briefly	describe	what	happened	and	how	you	felt	at	
the time. 

Some of these experiences may be hard to recall or may bring back 
uncomfortable	memories	or	feelings.	People	often	find	that	talking	about	
them can be helpful, but it’s up to you to decide how much you want to 
tell	me.	As	we	go	along,	if	you	find	yourself	becoming	upset,	let	me	know	
and we can slow down and talk about it. Do you have any questions 
before we start?

Okay, so let’s begin.

RE-EXPERIENCING
This section of the interview relates to your re-experiencing 
of the trauma. I’ll be asking you about any repeated recollections of 
the event that you might have, and how those recollections might be 
effecting your well-being.

1.  Have you had recurrent or intrusive distressing thoughts or   
 recollections about the trauma?
2.  Have you been having recurring dreams or nightmares about  
 the trauma?
3.  Have you had the experience of suddenly reliving the trauma,   
	 flashbacks	of	it,	acting	or	feeling	as	if	it	were	re-occurring?
4.  Have you been intensely EMOTIONALLY upset when reminded  
 of the trauma, such as anniversary reactions?
5.  Have you been having intense PHYSICAL reactions such as sweaty  
 palms or heart palpitations, when reminded of the trauma?

Kennedy Browne
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AVOIDANCE

This section of the interview assesses your responsiveness, or lack 
of responsiveness, to stimuli associated with the event.

6.		 Have	you	persistently	been	making	efforts	to	avoid	thoughts	or			
 feelings associated with the trauma?
7.		 Have	you	persistently	been	making	efforts	to	avoid	activities,		 	
 situations, or places that remind you of the trauma?
8.  Are there any important aspects about the trauma that you still   
 cannot recall?
9.  Have you markedly lost interest in free time activities since  
 the trauma?
10.		Have	you	felt	detached	or	cut	off	from	others	around	you	 
 since the trauma?
11.  Have you felt that your ability to experience the whole range of 
 emotions is impaired? For example, are you unable to have  
 loving feelings?
12.  Have you felt that any future plans or hopes have changed because 
 of the trauma? Maybe a career, marriage, children, or long life now  
 don’t seem possible?

INCREASED AROUSAL

This section of the interview explores physiological changes that 
may have occurred since the trauma.

13.  Have	you	had	persistent	difficulty	falling	or	staying	asleep?
14.  Have you been continuously irritable or had outbursts of anger?
15.		 Have	you	had	persistent	difficulty	concentrating?
16.  Are you overly alert, such as checking to see who is around you,   
 since the trauma?
17. Have you been jumpier, more easily startled, since the trauma?
 Are you sure? Think about that for a moment.

Script adapted from the 17 point PTSD Symptom Scale Interview
(Foa,	Riggs,	Dancu	&	Rothbaum,	1993).
Images feature aircraft at Shannon Airport, Ireland used to transport  
US military personnel. Images date from 07.10.01 to 08.10.13
sourced from Irish-based aviation photo website.
permissions sought: 117 images/20 photographers.
permissions granted: 7 photographers/42 images.
permissions denied: 6 photographers/37 images.
With thanks to all photographers.
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LONRAÍM 
NÍ LOISCIM: 
Solar panel 125W / 12V DC + Wind Turbine 50W / 12V DC  > Charge  
Controller > dump > Battery 12V DC > Inverter 230V AC > 3 LED projectors.
In 1925 the almost bankrupt Cumann na nGaedheal government pledged 
one	fifth	of	the	national	budget,	a	politically	controversial	sum	of	£5.2	
million pounds, to the development of a major project to harness the 
power of the Shannon River at Ardnacrusha, Co Claire and electrify the 
country through a national grid. 

Lonraím Ní Loiscim: I Shine Not Burn was developed through research 
into the planning, building and subsequent publicity of the 1925–29 
hydroelectric project known as The Shannon Scheme. Designed and built as 
a partnership between Irish engineers and Siemens-Schuckert, Berlin, The 
Shannon Scheme was considered a major economic and political success 
for the government, a benchmark of technological progress and a cultural 
icon of the emerging Irish Free State expressing huge optimism for the 
liberating potential of technology.

The iconography used for the promotion of this technological marvel 
that	was	to	bring	electrification	to	the	new	state	created	an	ideological	
re-visioning of Irish identity as modern and self-sufficient,	freed	from	the	
yoke of colonialism.

‘They have thrown on their shoulders the not easy task of breaking what is in reality 
an enormous inferiority complex and the Shannon Scheme is one—and probably the 
most vital—of their methods of doing it’. London	Financial	Times	(quoted	in	
the	North	Munster	Antiquarian	Journal	1987).	

Lonraím Ní Loiscim: I Shine Not Burn uses solar and wind power to generate 
electricity to power three installation projectors. The work considers the 
space of the future through the lens of the past and focuses attention 
on the gap between available energy resources and growing energy 
consumption.

In	light	of	a	current	loss	of	confidence	in	the	structures	and	institutions	
of the state, the architecture of the work draws attention to a moment in 
Irish history when risk, technological innovation and natural phenomena 
created optimism and hope for an illuminated, toil free future. 

All sound, edited archive footage and images courtesy of ESB archives.
www.annamacleod.com

I Shine Not Burn
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Helen 
Carey

The Question of Ireland,	Megs	Morley	and	Tom	Flanagan	(Three	channel	HD	film,	2013).
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Tom Turning Turf, Deirdre O’Mahony, 2013.
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CONTEMPORARY 
ART AND 
COMMEMORATIVE 
ACTIVITY
The commemoration ritual planned for the 1916 Rebellion began 
with triumph, but with recession and change of government, seeing 
1916 as a watershed moment began to dilute and as an alternative 
commemorative story, the decade of commemorations emerged. The 1913 
Great	Dublin	Lockout	is	the	first	significant	point	in	this	‘rebranded’	
approach to the 100th birthday. This 1913/2013 workers lockout 
centenary resonated in 2013 Ireland, something many contemporary 
visual artists were exploring. 

Methodology and Post rationale
Re-capturing Memory is fraught, especially as for commemoration ritual 
to be valuable, it must tell a truth. As WWI and WWII veterans begin 
to die; ‘lest we forget’ becomes imperative, with ‘We will remember them’ as 
an order. By comparison, Sean Lemass’s 1966 commemoration of the 
Easter Rising’s 50th anniversary, was a declaration of Modern Ireland, 
of vision and national identity, with public commissions and pageants. 
These,	in	their	flaws	and	contentiousness,	such	as	the	Children	of	Lir 
sculpture	(Oisin	Kelly,	Garden	of	Remembrance)	continued	intense	
controversy,	reflecting	lived	time	with	a	current	artist	in	a	publicly	
historical space. Clearly, Ireland was breaking with historical bonds 
into a complicated future. Thus commemorative activity evolved 
into contested subjects of past and future—the trauma of forgetting 
as against hope towards the future. Thus commemoration becomes 
janus-like, looking back and forward, the latter being the concern of 
Contemporary Art.

1913/2013 Lockout enquired into commemorative exercises as 
an outcome in itself, establishing remembrance as one part of the 
contemporary commemorative ritual. Through much territorial 
outlining, factionalism and jockeying for positioning regarding funding, 

Helen Carey
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legacy and guarding the establishment Dublin Lockout 1913 memory, the 
process of 1913/2013 Lockout with other Lockout Projects, was a cipher 
for entrenched positions of remembrance and future-looking. 

Nature of Activism
The enquiry also concerned activism today. Activist artists were always 
going to be involved with socially engaged exhibitions. Clearly, the artist 
as activist, such as 1980s New York’s RepoHistory or 1960s Grupo de 
Artistas de Vanguardia de Rosario for example, is not the 21st century 
way.	From	field	research	and	experience,	2013	Irish	Artists	are	witnesses,	
not	provocateurs.	They	question,	record,	inquire,	reflect.	Crucially,	 
they question and contest ethics. Even the curatorial method 
itself engaged with protest and work as ideas within exhibition, as 
against being in the protest itself, looking at the form of resistance 
in	a	theoretical	and	reflective	manner.	Contemporary	Art	asks	
uncomfortable	questions,	makes	uneasy	points	and	marks	significance	 
—this is its current activist element. 

Looking	at	strikes,	is	resistance	in	the	general	public	in	Ireland	different	
to that of 100 years ago, taking place as it did in the public domain? 
Public	space	is	different,	places	of	exchange	are	invisible	and	authority	
within visible and invisible space reduces impact of action. Perhaps, 
instead of an extraordinary outburst, a slow-burn, and the possibility  
the society is changed forever exists. It is a watching brief. As major 
Irish international artist Eileen Grey, currently enjoying discovery after 
100 years, said ‘We must ask nothing of artists but to be of their own 
time’—that’s what the exhibition of contemporary art for the 1913/2013 
Lockout did.

From September 2013, exhibitions included: 
Labour & Lockout	(Limerick	City	Gallery	of	Art):	Anthony	Haughey:	
Dispute; Mark Curran Normalisation of Deviance; Darek Fortas Coal Story; 
Megs Morley and Tom Flanagan The Question of Ireland; Jesse Jones, 
The Struggle against ourselves; Sean Lynch DE LOREAN Project; Deirdre 
Power, Seduction of Place, Deirdre O’Mahony, Turf Cutter and rural Irish 
Labour; Seamus Farrell, Agri-culture.
The Market Mark	Curran,	(Gallery	of	Photography).	
A Letter to Lucy (Pallas	Projects/Studios,	Anthony	Haughey,	Deirdre	
Power,	Mark	Curran,	Deirdre	O’Mahony,	Jennie	Guy,	Brian	Duggan).	
Collaborations with CCA Derry Londonderry, Temple Bar Gallery & 
Studios and Belfast Exposed and Goldsmith’s Future State, resulted 
in Working Times publication and Production e-zine. This slice of activity 
indicates a wide and profound enquiry. 

lockout2013.wordpress.com
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Bethlehem, Trader, Ethiopian Commodity Exchange (ECX) September, 2012 Addis 
Abeba, Ethiopia from THE MARKET, a project by Mark Curran.
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Susan
Thomson

Installation shot of Ghost Empire § Cyprus, 2013, Susan Thomson. 
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§
GHOST EMPIRE
Ghost	Empire	§	Cyprus	(2013,	HD	video,	b	&	w	and	colour,	28	minutes)	
is	the	first	film	in	the	Ghost	Empire	project	series,	looking	at	British	
colonial laws still in existence which criminalize homosexuality. There 
were numerous recent arrests of gay men in Northern Turkish occupied 
Cyprus, including even the former Finance Minister of the Republic of 
Cyprus,	under	a	British	colonial	law	dating	from	1889,	until	it	was	finally	
repealed in January 2014, thanks to a case taken to the European Court 
of	Human	Rights.	The	film	looks	at	the	internationally	unrecognized	
North of Cyprus, the last divided capital of Europe and also what was 
the last place in Europe to criminalize homosexuality.

Looking at the global picture, other than some Muslim countries that 
apply Shari’a law, it is in fact former colonies of the British Empire, 
most of whom still base their laws in British colonial legislation, that are 
responsible for the greatest human rights abuses against LGBT citizens. 
In fact, half the countries worldwide which currently criminalise 
homosexuality	(42	out	of	the	84	countries),	do	so	using	British	colonial	
laws. The Human Dignity Trust estimates that this colonial legacy 
affects	approximately	175	million	people	worldwide,	and	that	10%	of	
those will be actively persecuted. The laws derive primarily from the 
British instituted Indian Penal Code of 1860, which seeks to punish 
“crimes against the order of nature” and which can result in a life 

Susan Thomson

Installation shot from Ghost Empire § Cyprus, 2013, Susan Thomson, Upending exhibtition,  
Limerick City Gallery of Art https://vimeo.com/78520082 teaser for Ghost Empire § Cyprus.
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sentence.	The	four	films,	focusing	on	legal	challenges	being	brought	
in	Jamaica,	Singapore	and	Northern	Cyprus	and	a	live	film	composed	
of voices from all across the globe, seek to look at the unexpected 
juncture between British Colonialism and LGBT rights, exploring the 
anachronism	of	the	laws	in	different	ways.	

Singapore Journal: His offices are opposite the courts, on the fifth floor of a 
shopping mall where a series of corridors lead off into law offices and travel agents 
with skies and other exotic murals painted on their walls. A copy of the Bhagavad 
Gita near his desk, a wooden pillar, a coat hanger, a spare tie. I meet a man whose 
son is due to be executed, Mr Cheong Kah Pin, father of Cheong Chun Yin, a 
Malaysian citizen who brought a suitcase which he states he believes contained 
gold bars, and which turned out to contain 2.7kg of heroin, into Singapore. At 
the end of the consultation which I sit in on, he leaves a garland in the law office, 
white flowers with one central pink flower. M. Ravi, a prominent human rights 
lawyer in Singapore, is undertaking a constitutional challenge against the laws 
criminalising homosexuality. His client Tan Eng Hong was charged because a 
member of the public saw him and another man having oral sex in a toilet cubicle 
and videoed it on their phone. He was charged under S377A, which only affects 
gay men, although Ravi managed to get this overturned and a lesser prosecution 
under S294 for public indecency regardless of sexual orientation, carrying a fine 
as opposed to a 2 year mandatory prison sentence. Nonetheless they carried on 
with the constitutional challenge against S377A. I drink chrysanthemum tea. 
Ravi talks of the ancient Tamil myth of Kannagi where the innocent are found 
guilty. The challenge was heard in the High Court in March 2013 and the Judge 
has reserved Judgement on the case. Ravi says he himself is ‘persona non grata’ 
in Singapore because of the types of cases he takes, and events after the meeting 
seem to prove this. Meanwhile a second constitutional challenge was brought 
by partners Kenneth Chee and Gary Lim which was heard February 2013 and 
rejected by the courts. This decision is currently being appealed. I talk to them 
on the phone during the ‘haze’, weeks of smog engulfing the city due to fires from 
Indonesia. They say they wanted to offer a different dimension to the challenge 
as longterm partners in a 16 year relationship, though they totally respect what 
Ravi and Tan Eng Hong are doing. They have crowdfunded this case and have 
experienced a lot of online antigay sentiment as a result of taking this challenge. 

Ravi’s case is dismissed late 2013 and one of my other interviewees, Alex Au, a 
blogger, is being taken to court by the government, for criticising the courts in 
this case. The two appeals will be heard together in July 2014. And we await the 
arrival of the Judge.                         

Blog continues at www.susanthomson.co.uk

‘Ghost Empire’ gratefully acknowledges funding by the  
Arts Council of Ireland.
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THE DISAPPEARED
This series of pinhole photographs is part of a larger work called ‘the 
disappeared’,	which	reflects	on	the	origins,	outworkings	and	effects	
of colonialism in the north of Ireland through academic research and 
family history. The photographs were taken with a pinhole camera 
along the southern shore of Strangford Lough, the site of repeated 
colonisations, most recently the seventeenth-century plantation of 
Ulster. It is also the site of my grandfather’s disappearance in 1982,  
and the photographs picture places where his body was searched  
for, but not found. Focusing on his planter ancestry as a means of 
understanding my own place within narratives of colonialism and 
postcolonialism, I consider this in relation to a much-planted  
landscape, with physical traces of historical settlers still visible in layers. 
Further, the fact of my grandfather’s absence points those absences 
implicit in every detectable presence along that stretch of coast  
and elsewhere.

Bryonie Reid

Bryonie Reid, The Disappeared, 2013	(current	&	opposite).
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HAS THE  ARTIST 
BEEN PAID? 
PROPOSAL FOR 
CIRCULATION 
EXHIBITION 
At the end of 2012, Visual Artists Ireland undertook a survey of visual artists 
who are actively exhibiting and supporting visual arts programming through 
support services. The initial results of the survey revealed that out of 580 
exhibition opportunities covered in the survey, 79.66% provided no fee to the 
artist for their participation. Further figures indicated that production costs were 
not met in many cases, and in a large percentage (43.3%) of cases, artists were 
asked to either pay or contribute to the administration costs of their exhibitions. 
77.8% of artists received no fee for education or outreach programmes. Of these 
31.9% received a contribution towards travel expenses for these events. The 
situation of artists being expected to exhibit and provide education and other 
support services for free is not a new one. However, to date it has been anecdotal. 
This survey revealed the endemic reality. (VAI Website, 2013).

The VAI are currently undertaking an advocacy campaign on working 
conditions for artists using the slogan “Ask has the artist been paid?”. 
My proposal is a personal response, engagement and contribution to  
the VAI campaign regarding the issue of payment for artists.  
I see the proposed work as an artistic public engagement with an  
issue that has direct impact on the production of artists’ work and  
their living conditions.

For	the	exhibition	I	will	create	hundreds	of	flyers.	The	flyers	will	be	
handmade	on	a	variety	of	different	types	of	paper,	cardboard	and	canvas,	
using a range of art materials including pen, ink, watercolour paint, 
markers	etc.	Each	flyer	will	be	unique	and	produced	using	different	
styles	and	painting	techniques.	The	front	of	each	flyer	will	contain	the	
text	“Has	the	artist	been	paid?”	The	back	of	each	flyer	will	contain	

Augustine O’Donoghue
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factual information on funding payments and working conditions of 
artists	in	Ireland	today.	The	flyers	will	be	exhibited	on	a	wall	mounted	
transparent	Perspex	flyer	box	similar	to	ones	used	in	venues	to	hold	
flyers.	The	flyers	will	be	available	as	free	artworks	to	be	taken	home	by	
members of the public. In return they will be asked to raise the question 
“Has	the	artist	been	paid?”	with	the	gallery	staff	or	the	curator.

The Circulation exhibition takes place during the month of August.  
The 26th August 2013 will be the centenary of the 1913 lockout in 
Dublin, marking one of the most historic battles for labour rights and 
union representation waged against the Irish capitalist class. To mark 
the day and the continued struggle for labour rights today, the artist will 
undertake a performance work from 9am to 5pm on the 26th of August. 
The work will entail travelling along the Luas line distributing the 
handmade	flyers	and	engaging	in	conversation	with	Luas	commuters	on	
the question of labour issues for artists. The day will also entail the artist 
visiting a number of cultural institutions in Dublin city and distributing 
the	flyers	outside	the	doors	to	visitors	entering	the	buildings.	The	hand-
produced	flyers	will	also	be	left	inside	these	buildings	at	the	designated	
flyer	area.	The	day’s	work	will	be	documented	by	a	photographer	and	
exhibited in the gallery. To complete this work the artist will request 
that the artist and photographer be paid for their day’s labour by the 
exhibition organizers. Minimum wage in Ireland is currently €8.65 per 
hour.	The	artist’s	payment	for	the	day	should	reflect	the	time,	effort	and	
professionalism of the artist’s work.

The proposed work did not take place as part of the exhibition as the artist was 
unable to secure payment from the organisers for her work. The framed proposal 
was exhibited in the show along with additional text encouraging visitors and 
artists to raise the issue of artist’s payment with galleries and curators. The text 
also encouraged them to lobby their local government representatives to provide 
adequate funding for the visual arts in Ireland. The artist’s experience of not being 
able to obtain payment for her work reinforced the importance of highlighting 
issues relating to artists working conditions. The artist decided to go ahead with 
the performance as an autonomous action, separate to the exhibition. The work 
took place throughout Dublin city from August to November 2013. 

The VAI campaign can be credited with playing a significant role in the Arts 
Council’s recent decision that all organizations and venues receiving their funding 
in 2014 pay artists for their services.
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Fire Station Artists’ Studios 
Located in Dublin’s north inner city, Fire Station Artists’ 
Studios was established in 1993 to support professional visual 
artists. It provides subsidised combined living and working 
studios for Irish and international artists, large scale sculpture 
workshop facilities and training opportunities for artists. 
A key policy of Fire Station is to support socially engaged  
arts practice and promote critique through commissions,  
talks and publications.
www.firestation.ie 



Culturefox.ie is the definitive online guide to Irish 
cultural events, giving you complete information about 
cultural activities both here and abroad. 

To find out what’s on near you right now, visit 
Culturefox.ie on your computer or mobile phone. 

Download the FREE App
available now for: 

iPhone  |  Android  |  Blackberry



Art & Activism
How	do	we	define	art	and	activism	today?	After	20	years	 
of supporting socially engaged arts practice Fire Station 
Artists’ Studios explores this question through essays, 
artworks and interviews with Irish and international arts 
practitioners. These texts and artworks provide snap shots 
of diverse artistic and curatorial enquiries that sit within the 
broad continuum of art and activism today.


