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ROUNDUPCOLUMN 

The James Barry Exhibition Centre, Cork, 
held an exhibition of paintings by Holly 
Walsh titled ‘Watermarked’ (6 Feb – 3 
Mar). Walsh’s work is inspired by the 
subtleties of landscape, and “the subjec-
tivity of our perception of the spaces 
around us”. Winner of the Cork Arts 
Society Student of the Year Award for her 
degree show, Walsh had a concurrent 
exhibition in the Lavitt Gallery.

art.cit.ie

EXPOSURE

‘Exposure’, a solo exhibition by photog-
rapher Emily Peat, curated by Vis Cult, 
ran at NCAD Gallery, Dublin, 30 Jan – 1 
Feb. The large photographs use strong 
colours to demonstrate the complicated 
relationship between fluorescent lights 
in motion. Representing a departure 
from her earlier work, Peat created the 
images in ‘Exposure’, she stated, “through 
experimentation, serendipity and happy 
accidents”. The subjects of many of her 
photographs are friends, old and new.

QUADRANTS

Custom House Studios, Mayo, held 
‘Quadrants’, an exhibition of paintings 
by Cork artist Tom Climent, from 27 Jan 
to 19 Feb. Climent’s recent works focus 
on “creation of a structured space, while 
investigating the boundaries between 
abstraction and representation”. The 
paintings in this exhibition examine our 
connection to land and our desire to find 
a place within it. Climent’s process is 
largely intuitive, starting with the dis-
covery of “unintended connections and 
relationships”.

tomcliment.com

ASTRONOMICAL MASHUP

Lucy McKenna’s solo exhibition 
‘Astronomical Mashup’ runs at The LAB, 
Dublin, 17 Feb – 26 Mar and comprises a 

series of work in drawing, photography, 
film, installation, sculptural works and 
sourced objects. McKenna’s practice is 
concerned with systems of information 
that describe the universe and our place 
in it. “She traces different forms of data 
extraction, collection and communica-
tion, which can include scientific experi-
ment, technological progression, intui-
tive belief or myth”.

dublincityartsoffice.ie/the-lab

IN PURSUIT OF STILLNESS

The Hyde Bridge Gallery, Sligo, presented 
‘In pursuit of stillness’ by Daniel Chester 
(20 Jan – 11 Feb). Chester’s work was 
selected from the Cairde Visual group 
show in 2016. The exhibition consisted 
of 12 oil on aluminium paintings of vari-
ous sizes, depicting rural locations in 
Leitrim, Sligo and Mayo. The work exam-
ined the role of nature “in an age of con-
tinuous personal bombardment of tech-
nology,” the artist stated, adding that 
“finding stillness and solitude in our 
world can be at a premium”.

yeatssociety.com

BUZZ & HUM

Limerick City Gallery presents an exhibi-
tion by Richard Gorman and Samuel 
Walsh (9 Feb – 16 Apr) titled ‘Buzz and 
Hum’. The exhibition brings the work of 
both artists together so that “the rhythm 
of each artist’s work is allowed its own 
space while also tuning into the rhythms 
of the other’s work,” the press release 
states. For this exhibition, both artists 
reviewed and revised their respective 
works to respond directly to the gallery 
space. A special publication, BUZZ + 
HUM, accompanies the exhibition.

gallery.limerick.ie

RECLAIMING SPACE

Diane Henshaw’s exhibition ‘Reclaiming 
Space’ ran at Galway City Gallery, 17 Dec 
– to 7 Jan, and sought to express the 
“spirit” of the Irish word dinnseanchas. 
Officially translated as ‘topography’ (the 
science of place), Henshaw’s explored its 

complex etymology in more detail. 
“Poetically,” she stated, “the word sug-
gests the twisting together of strands of 
collective memory of place – perhaps 
forming a single narrative core, or (in a 
more visual idiom), a tapestry weaving 
together place and people, memory and 
experience, history and present desire”.

galwaycitygallery.ie

MODERN EXPERIMENTS

Susan MacWilliams’s exhibition 
‘Modern Experiments’ runs at 
Highlanes Gallery, Drogheda, 18 Feb – 8 
April and presents key pieces from the 
artist’s career to date. The exhibition 
focuses particularly on MacWilliams’s 
video works, which examine “obscure 
and overlooked histories, and cases of 
perceptual and paranormal phenome-
na”. The 28 works on show represent “a 
unique and significant body of material 
exploring peripheral subjects, and those 
that are beyond mainstream scientific 
and psychological study”. ‘Modern 
Experiments’, touring from Highlanes 
Gallery’s cross-border partner, the F.E. 
McWilliam Gallery and Studio in 
Banbridge, is the largest and most com-
prehensive exhibition of Susan 
MacWilliam’s work to date.

highlanes.ie

DOPEY DICK IS 40!

CCA Derry-Londonderry presented 
Dopey Dick is 40!, a performance by artist 
and academic Colin Priest, on 18 Feb, 
marking the third event in CCA’s Spring 
programme of one-day exhibitions, 
‘The Edge of Things’. Dopey Dick is 40!, 
the press release noted, marks the 40th 
anniversary of ‘Dopey Dick’, the killer 
whale that got lost in Derry’s River 
Foyle. For the exhibition, Colin Priest 
hosted a special celebration “with party 
hats, some Mendelssohn and a special 
tray bake to remember this venerable 
visitor”. Local people shared their recol-
lections of Dopey Dick’s visit and poet/
songwriter Conor O’Kane performed 
his work Dopey Dick Triptych.

cca-derry-londonderry.org
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Mark Fisher
The Game Has Changed

This column was originally published in the January/February 2011 issue of the Visual 
Artists’ News Sheet. A selection of columns written by the late Mark Fisher can be found at 
visualartistsireland.com.

IN my column for this publication a few months ago, I called for a new negativity, 
in the spirit of Herbert Marcuse’s claim that the proper function of art was to be a 
“Great Refusal”. What better answer could I get than the massive ‘NO’ painted on 
the grass of Parliament Square in London during one of the recent series of protests 
against government cuts in the UK? Only four weeks ago, this kind of negativity 
still seemed to be only a distant possibility in a place like the UK. When, at a con-
ference on public art and civility organised by SKOR in Amsterdam at the end of 
October, I suggested that there would soon be expressions of massive public anger 
in the UK, some of the UK-based delegates were sceptical, accusing me of “revolu-
tionary nostalgia”. I was confident that they were being unduly dismissive – but I 
still didn’t anticipate the scale of the recent protests.

Like Ireland, the UK has been at the forefront of what I have called ‘capitalist 
realism’ – the view that, since capitalism is the only game in town, all we can do is 
find a way of accommodating ourselves to it. Part of leftist capitalist realism has 
been the disavowal of people’s own pessimism and disillusion and its projection 
onto others. Nothing will happen; people will remain apathetic. That kind of diag-
nosis has been blown apart by the astonishing student movement that has 
changed the political landscape in the UK so dramatically since November. 
Apathy is dead, said a placard at one of the London protests. The game has changed, 
the protestors have chanted, and so it has. What we’ve seen is an efflorescence of 
oppositional activity: not only massive protests – which have led to increasingly 
naked displays of antagonism – but occupations and flashmobs invading chain-
stores. Comparisons with ’68 have inevitably been made, but this movement is in 
many ways much more remarkable than what happened 40 years ago. ’68 came at 
the end of the “cultural revolution” of the 60s – a series of challenges to the mono-
lithic Marxist meta-narrative (its claim that everything could be reduced to class 
conflict). ’68 presupposed both a credible leftist political project (from which it 
could deviate) and a social democratic context (which provided the conditions for 
its exorbitant demands). But both of these have definitively disappeared. They are 
a distant memory even for the parents of many of the teenagers who took part in 
the recent UK protests. The current movement has had to build itself up almost 
from nothing, in a situation where the revolutionary left has no infrastructure and 
the moderate left has long since acquiesced to capitalist realism; and, perhaps most 
astonishingly, it has been constructed by those who had previously been the most 
obvious victims of capitalist realism – the young. And it should also not be forgot-
ten – even though it often is - that ’68 failed. The new breed of protestors expect to 
win. They do not have the ingrained defeatism – and romanticism of failure – that 
has been the vice of so much of the so-called radical left since the 60s. Another dif-
ference between ’68 and now is the class composition of the protestors. Where the 
university students of the 60s were a small elite, many of the students involved in 
the current wave of demonstrations are working class. ’68 was about a short-lived 
alliance between workers and students, but many of today’s students are already 
workers, forced to do part-time – and often full-time – jobs in order to support their 
studies. Similarly, the Fordist model of the worker (as someone who does 40 hours 
a week in a factory for 40 years of their life) has long since been replaced by pre-
carious work, which assumes “flexibility” and short-term contracts. Finally, new 
technology has played a crucial role in the current movement. The rapid-response 
nature of the protests has only been made possible by social networking sites such 
as Facebook and Twitter.

In the UK, the government has targeted education, the arts, public services 
and benefits, imposing cuts that are breathtakingly punitive. The justification for 
cuts in all these areas has been the capitalist realist rationale that “there is no more 
money”, but opponents have rightly identified this as a thin pretext used by the 
rump of neoliberalism in order to pursue its uncompleted ideological project of 
totally eliminating public space. But this has created the conditions for an alliance 
between all those groups, which are ‘naturally’ hostile to neoliberalism. In terms 
of art and education, what we are potentially seeing here is the reconsolidation of 
a relationship between bohemia – those elements of the bourgeoisie, which dis-
dain business values – and the working class. That relationship – which allowed 
the arty working class to escape drudgery, and for the bohemian middle class to 
make contact with the mutational energies of proletarian culture – was the engine 
of British and Irish popular culture during the 60s, 70s and 80s. Could today’s 
antagonism revive this? I see no reason not to be optimistic.


