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PrEFACE

It is with pleasure that I introduce Presently, an exhibition curated by Feargal 
O’Malley, and this publication which marks the exhibition’s launch at 
Millennium Court Arts Centre in February 2014. At MCAC, a contemporary 
art centre and gallery located in Portadown, Armagh, we are proud to both 
commission and support innovative new art from national and international 
artists at all stages of their careers. Presently showcases the work of eighteen 
emerging artists currently working in Northern Ireland. Its antecedent is the 
exhibition Arrivals which O’Malley produced together with Belfast based 
curator Ciara Hickey at Ormeau Baths Gallery (2010). This broadsheet style 
publication features a reprisal, of sorts, of their former collaboration, with 
Ciara Hickey’s insightful essay in this catalogue. Like Presently, Arrivals 
presented eighteen emerging artists (including undergraduate, post-graduate 
and post-doctoral practitioners) many of whom continue with great success, 
to make work and exhibit regularly. Indeed Michael Hanna, who was artist 
in residence and exhibited with MCAC during the course of 2013 became 
known to me through the exhibition Arrivals; I make this point to demonstrate 
the potential trajectory of such a project. 

O’Malley has turned to the internet (see curator’s statement p2-3) as a resource 
to find the artists exhibiting in Presently, searching through the websites of 
known studio groups and artist-run spaces or typing in stock phrases like 
“Northern Irish Artist”+“Emerging artist”, and subsequently trawling the 
results. In this exhibition the internet methodology is used as a springboard 
for finding new work by artists not personally known to the curator. It reveals 
some compelling ideas for future consideration. Firstly, it throws into relief 
the significance of the artist’s approach to their own online marketing, if they 
do not already have web presence through commercial representation. This 
medium, in theory makes artwork and ideas available and public, more so 
than even before. If an artist does go online they are presented with limitless 
possibilities for design and manipulation of imagery or choice for how they 
use the resource: as a portfolio, a performance or a blog. And this creates 
another new layer of artistic professionalism or output. Secondly, curatorial 
choice is then potentially dictated by trends, Google profiling and Amazon 
style “recommended for you” resources.1 Despite an ocean of information 
increasingly the navigation techniques popularly used contract the pool of 
reference. But teasing out these issues is for another time. 

The imperative of the exhibition is to show what each chosen artist has 
submitted, under the rubric ‘Presently’. It is therefore free of some of the 
regular curatorial constraints that indicate a specific interpretation or theme, 
apart from, as Hickey observes, the theme of ‘the now’. In Presently the 
curator displaces the onus of choice to the artist. The work which features in 
the exhibition and in this publication is representative of each artist’s current 
practice – hence the inclusion of first and elected third person perspective 
text throughout the artists’ section – and demonstrates an almost breathless, 
exuberant range of approach and subject matter. It is through the personal 
working accounts or accompanying statements that access is gained to 
another dimension of the artist’s process. Their mode of expression often 
closely mirrors the particular artist’s approach, whether it is biographical 
and narrative, short, intense, conversational or analytical. The fragments 
or moments presented, here and in the exhibition, are thus invitations to 
investigate each artist further and to follow the virtual path laid down by the 
curator O’Malley.

Although the works have been created in relative isolation of one another, 
studying the images and statements submitted and online, similar underlying 
and interconnected concerns emerge. That common themes do seem to exist 
suggest a few things; Presently captures a current mood, though it makes 

no claim to represent every current; a natural curatorial bias; or, a particular 
human compulsion, as Hickey notes, to impose order on the world around us.

The influence of the virtual age with characteristics like fragmentation, 
repetition and appropriation of material from an expanding glut of popular 
and esoteric sources permeate the work of many of the artists represented in 
Presently (for example Craig Donald, Eimear Friers, Ben Groves, Tim Millen) 
though crucially the works here have physicality. These artists comment on 
technology and its relationship with the natural world, or they effortlessly use 
various sources and reconstruct them. In some cases they make a constellation 
of connections and possible narratives, which obscure the original context. 
There is always a fine line  in what David Foster Wallace describes glibly 
as  “terminal idiosyncrasy” (in reference to the films of David Lynch) when 
employing obfuscatory or surreal imagery however these can also perfectly 
represent the current period or, as he puts it, just “feel true”.2

The object with its materiality, individual physical properties and tendency to 
become the focus for projected meaning appears to be central in the work of 
some artists here (Stuart Calvin, Eamon Quinn, Anne Marie Taggart, Miguel 
Martin and Fiona Finnegan). There are chimerical sculptures, constructions 
that elicit an instinctual reaction and works in two dimensions that use objects 
in the genre of still life to explore biography, the uncanny and irrational fear. 
This ascension of the object may also be symptomatic of the recognition that 
daily experience seems to be dominated by onscreen activity and images, 
which are of course impalpable. This is a seismic change for the ‘image’ too, 
from the anxiety about The Work of Art in The Age of Mechanical Reproduction 
in 1936 to the image in an age of digital, incorporeal reproduction. Questioning 
the medium is part of the practice of many artists, but for some it can also 
be the focus and subject (Blaine O’Donnell, Peter Spiers). Peter Spiers 
emphasises the performative aspect of making photographic work, which 
seems especially relevant in an era that speaks of image saturation. 

Human experience including identity and biography, history and traditions, 
forms another category for Presently in which photography, film and the 
figurative image feature (Gordon Ashbridge, Angela Halliday, Aisling Kane, 
Brian J Morrison, Christopher James Burns, Ian Cumberland Dorothy 
Hunter). These works range from semi-biographical studies of dwindling 
church spaces, and their congregations, historical and contemporary 
examinations of socio-economic groups and the exposure of photographic 
convention in the construction of gender. Others explore personal histories, 
unflinching portraiture or the physical and intangible characteristics of 
specific empty places during the interim before rebuilding and regeneration. 

Above I have imposed three categories for ordering the work in Presently 
but clearly this is only one of many possible approaches and it is the curator’s 
intention to leave the exhibition open to multiple readings. I am confident that 
this exhibition and publication will bring the work of these eighteen artists to 
a wider audience, and I wish them success in the continuing development of 
their individual artistic practice. I take this opportunity to thank Presently’s 
curator Feargal O’Malley, all the artists and contributors, MCAC’s Director 
Jackie Barker and our funders, Craigavon Borough Council and the Arts 
Council of Northern Ireland.

—
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Contemporary art is specifically the art of the present, or at least, that is what 
it meant in the recent past.  In an essay from 2010 Liam Gillick writes about 
how the term ‘contemporary’ has become so absorbed by and attached to a 
particular time, (he cites 1973 – 2008) that it no longer accounts for the art 
that is currently being produced. ‘Contemporary’ still dominates how we refer 
to art now but its supremacy as an unassailable and non-prescriptive term has 
been challenged. Gillick argues a case for the term ‘current art’ to describe art 
that is happening at the present time. 

Any overarching term that seeks to define and distinguish artworks from 
each other is necessary in the human endeavour to impose order, develop 
arguments, catalogue work, and assist in creating the broad narratives of art 
history. The use of a term as a means of finitely describing an artwork is at the 
same time completely flawed on the basis that an artwork and its meaning is 
capable of changing in relation to any given context. Exhibitions frequently 
provide the forums in which we can witness this push and pull between the 
desire to identify, label and group artwork together and at the same time 
provoke new meanings, and re-interpret artwork. 

In Presently, curator Feargal O’Malley has invited eighteen artists working in 
Northern Ireland to show recent or new work. The artists work across a wide 
range of media; drawing, moving image, sculpture, photography, installation, 
performance and painting. The artists are not part of an established group or 
‘scene’ and work in a variety of locations in Northern Ireland. The parameters 
of the exhibition were set by the curator’s decision to ask artists he had not 
previously worked with, whose work he found online, and who would exhibit 
work that was recent or new. This last point represents the only brief set to 
the artists in preparation for the exhibition and marks this exhibition out as 
representing specifically art of the ‘now’, or to use Gillick’s term, ‘current art’. 
Titling the exhibition Presently initially encourages the viewer to negotiate 
the exhibition principally through terms of time and place. O’Malley is setting 
out to explicitly show current art from Northern Ireland and make a statement 
about art made in this place in 2014. However, in the very act of wanting to 
represent the ‘now’, there is an intrinsic link to both the past and the future. 

The choice of the word presently suggests something more nuanced and 
alludes to the complexity and the limitations of terminology in representing 
the ‘new’. There are several temporalities at stake within the word presently; it 
denotes a measure of time. By its definition it evades precision and is caught in 
the inertia of changing temporal states. It means ‘in a little while’, anticipates 
action, it can also mean ‘immediately’ or indicate ‘now’, the present moment. 
There are also several temporalities at play in applying the word presently 
to this exhibition. At the time of writing this essay the exhibition does not 
exist.  The exhibition will form itself from the arrival of each piece of work, 
thematic and visual parallells will emerge on the installation of the exhibition. 
The exhibition consists of work made in the recent past; on encountering the 
exhibition we read each work in the context of our own present. Presently 
also anticipates something about the future of both the artworks and artists 
included in the exhibition. 

In Borges’ essay Kafka and his Precursors he discusses the importance of the 
present being written about retrospectively. He discusses how writers create 
their precursor and how work made in the present will modify our conception 
of the past, as it will modify the future. Perhaps this is what is at stake in an 
exhibition such as Presently. This is an exhibition that sets out to examine a 
broad selection of work from a certain time and place with the general idea that 
it will enable a reading of the present. The exhibition will facilitate a review 
of Northern Irish artistic practice in 2014 and will undoubtedly contribute to 

a broader discussion of culture and society in Northern Ireland. Part of the 
potency of this type of exhibition is the knowledge that much of its meaning 
and significance will be deferred until a later stage. It is only at a future date 
that we are often able to distinguish prevalent themes or styles and can clearly 
view the influence of the artworks on shaping work that is to come.  

There is a liminal quality to the word presently that underpins this exhibition, 
it is both one thing and another, it is specific, evasive and is ultimately 
expansive. The exhibition itself operates on a simple premise, bringing together 
a group of artists working at one time in one place. The exhibition becomes 
more complex when one regards it through the prism of presently, a word 
that provides an unexpected richness in thinking about art as a product of the 
‘present’. It illustrates the limitations of terminology in defining ‘current’ art. 
Art is produced at a specific time but can never belong to one temporality. 
The exhibition Presently, at the Millennium Court Arts Centre, represents an 
opportunity for the artists involved to create and exhibit new work that will 
be reviewed alongside their peers. It is without doubt that this exhibition and 
the artists included in it will significantly contribute to how we view Northern 
Irish art in the present but will also allow a re-evaluation of work made in the 
past and will anticipate and shape work that is to come. 

—

CiArA hiCkEy
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GOrDOn 
ASHBrIDGE 

“Sometimes faith which was at one time strong and significant can become 
weak, even splintering. Whether we are sure of what we hope for, or a little 
uncertain of what we do not see, we are often surrounded by fragments of a 
fragmenting faith”.

Gordon Ashbridge grew up in Belfast, with his spiritual roots in the Brethren 
movement of the Christian church. This movement had its beginning in 
Dublin, Ireland in the 1830s; John Nelson Darby, a curate in the Church 
of Ireland, and a few others who had become disenchanted with the 
established church and its rituals, began to meet with a desire to return 
to a much simpler form of worship. Ashbridge’s work has grown from this 
background and he is convinced that the area of churches and personal faith 
deserves to be interrogated and documented.  His gaze is informed by his 
own awareness of faith and church and his personal experience affords him 
a healthy questioning that guards against sentimentality and negativism. 

Ashbridge cites a number of artists who have employed religious imagery 
within their work, Sam Taylor Woods, Joel-Peter Witkin, Fred Holland Day 
and Andres Serrano, and artists who continue to draw on their Christian 

and religious upbringing in the making of new work; Faisal Abdu’Allah. He 
positions his work however within a tradition of photographers documenting 
particular religious groups.

In a series entitled Mighty Name, Ashbridge photographed Nigerian 
churches in Galway located on industrial estates around the outskirts of that 
city. The work looks at the simplicity of their faith and their surroundings, 
things that are often contradicted by the congregation’s projected image 
of prosperity and success. Another series, The WORD unadorned, looks at 
the places of worship that emerged as the Brethren movement grew. These 
buildings reflect the rejection of sacramentalism, symbolism and ritual in 
worship though conversely they are now becoming architectural relics of 
this radical movement as congregations are diminishing and even closing. 
Ashbridge photographs the church interiors in a plain, straightforward and 
unemotional way, not wishing to pass judgement on them. The work exhibited 
in Presently entitled God Willing continues to examine the people, places and 
paraphernalia of a once radical Brethren movement that now struggles for 
relevance in a post Christian society. This is an on-going project.

Gordon Ashbridge (b. 1956, Belfast) graduated with an MFA in Photography (2013) and first class honours degree BA 
(2010) from University of Ulster, Belfast. Selected group exhibitions include Present Tense, South Studio, Dublin (2013); East 
Belfast Arts Festival, Belmont Tower (2012); Untitled (An Exhibition to Question Context), Trace Gallery, Cornwall (2010); 
Different Dimensions, The Novosibirsk Photography Festival, Russia (2010). He has exhibited as a solo artist with the work,  

Sad... And Beautiful Place, Ards Art Centre, Newtownards, (2009). 

gordonAshbridgE.Com 

LEFT: untitlEd from the sEriEs god Willing, 2013
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CHrISTOPHEr 
JAMES BurnS 

I am concerned with Liminality: the in-between, things that are in transition, 
states of flux, the overlooked and the underplayed. There exists a pressure, 
an expectation for everything to fit, to find place and make sense; friction 
with the reality that everything is incoherent and displaced. I work with 
fragments: shards, pieces, remnants and residue. I challenge their context, 
value, history and physicality. I juxtapose, compliment, destroy and create. 
I suggest a path but do not guide. 

Language is important. The words we weight with sincerity and dismiss as 
trivial. Expressions projected from the core yet remaining on the periphery. 
The structure of thought. To think in form. I am left with a sense of a 
boundary: to find a position, to occupy this, static, for only a time. 

We each know our own history but do not understand its implications or 
the reasons that lie behind its curtains of fact and fiction. I am blind to its 
beginning and unsure of the end.

Christopher James Burns (b. 1988, Belfast) is a Belfast based 
artist working predominantly in sculpture and installation, 
but also in video, photography and on paper. He graduated 
with a first class Honours degree in Fine Art from University 
Of Ulster (2010). He has exhibited as a solo artist with the 
work Soliloquy, Naughton Gallery, Belfast (2012). Selected 
group exhibitions include The Status of the Object, The Third 
Space Gallery, Belfast (2011); Fumes of Formation, Queen 
Street Studios, Belfast (2011); No Ball Games, Golden Thread 
Gallery, Belfast (2011). His work is held in a number of public 

and private collections.  

WWW.Cjburns.viEWbook.Com 

RIGHT: lAmEnt Charcoal with found objects, 2011

(All Images courtesy of Rory Moore Photography & The Naughton Gallery)
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STuArT  
CAlvIn

Calvin is a Belfast based artist whose installation and sculptural work 
draws on familiar symbolism from magic, mysticism and the occult. His 
work explores incorporeal worlds, supernatural experiences and the 
human propensity to venerate and fetishise objects. It also reference New 
Age ideologies, superstitions and theories of consciousness. He explores 
manifestations of energy and frequency said to be present in ritual and 
mediumship. The artist uses both made and found objects, some ordinary, 
some extraordinary. Altered, these objects transcend their known materiality 
going beyond surface value. The Artist seeks inspiration from empty spaces, 
dark corners, unseen forces, the moments around death and passage to the 
great beyond. He tries to establish associations and reasons for belief-systems 
and through his work stimulates enquiry into why humans draw comfort 
and guidance from ideas with no rational substance. The work is created 
through a transformative process that forms connections between the visible 
and invisible, the physical and metaphysical, the known and the unknown.

Stuart Calvin (b.1974, Belfast) graduated with a degree in 
Fine and Applied Art from University of Ulster (2011). In the 
same year he helped form Pollen Studios with two fellow 
Graduates. Selected group exhibitions include Fata Morgana, 
Catalyst Arts, Belfast (2012); Concurrent, Pollen Gallery, 
Belfast (2012); Catalyst Exchange Programme, Joinery, Dublin 
(2012); The Status of The Object, Third Space Gallery, Belfast 
(2011). He has been recipient of a number of awards: the Arts 
Council of Northern Ireland General Award and Gerard Dillon 

Gallery Award.

WWW.stuArtCAlvin.Co.uk 

LEFT: thE hErEAftEr metal, rubber, black ink, water, lightbox,   

200cm (diameter) x 10cm, 2011
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Ian Cumberland (b. 1983, Banbridge) graduated with a first 
class honours degree in fine art at University of Ulster (2006). 
Selected awards include the John and Rachael Turner Award 
for the most outstanding student in their field (painting) 
and the prestigious Davy Portrait Award, celebrating 
contemporary portraiture in Ireland. He has exhibited as a 
solo artist at the Albermarle Gallery, London. Selected group 
exhibitions include BP Portrait Awards at Woverhampton Art 
Gallery (2014), The National Portrait Gallery (2013), Dean 
Gallery of the National Galleries of Scotland, Edinburgh 
(2012); Boston College, Boston (2011). Cumberland’s work is 
represented in public collections throughout Ireland and part 
of private collections throughout Ireland, UK, Europe, Turkey 
and Israel. 

WWW.iAnCumbErlAnd.Com

Ian Cumberland has gained a national and international reputation for his 
large-scale portraits executed in oil. The artist says, “I am interested in the 
painting process and try to produce work that is honest to both the medium 
and the subject, this results in work that has a more expressionistic quality, a 
raw use of the application of paint that is immediate and ‘gritty’ but does not 
always create a ‘pretty’ picture.” He is currently working towards a large new 
body of work for exhibition in 2015.

sink or sWim oil on linen,  

100 x 150cm, 2013
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CrAIG  
DOnAlD

Donald’s work explores the ways in which we organise our experience of 
reality; how we construct a narrative from a sea of information and perceptions 
ranging from the physical to the abstract.  He uses the idea of personal memory 
versus canons of accepted history to investigate the instability of knowledge; 
blending traditional narratives with historical models, the personal with the 
political and fact with fiction to create alternative histories. Donald is also 
interested in how we unconsciously select only parts of all that is knowable 

and then mentally attempt to smooth over the, constantly shifting, gaps 
especially with regards to history. Collage, painting and drawing are utilised 
in an attempt to give these ideas and images physical form especially in an age 
where the visual image is increasingly intangible and ephemeral. His works 
are displayed together in installation format, forcing connections between 
individual pieces and suggesting an overarching narrative.

Craig Donald (b. 1987, Belfast) graduated with a first class honours degree in Fine & Applied Art, specialising in painting, from 
University of Ulster (2010). Selected group exhibitions include Line: An Ambiguous Journey, Crescent Arts Centre, Belfast and 
The Drawing Project, Dun Laoghaire (2013); experiMENTAL, Catalyst Arts, Belfast (2012); Divine Creation II, Block T Gallery, 

Dublin (2012). He undertook a residency at University of Ulster in February 2013.

WWW.CArgoCollECtivE.Com/CrAigdonAldArtist 

sEquEstEr Installation shot, 2013



A n  E x h i b i t i o n  o f  C o n t E m p o r A r y  A r t i s t s  f r o m  n o r t h E r n  i r E l A n dp r E s E n t l y16 17

FIOnA  
FInnEGAn

Drawing from the uncanny as a departure point Fiona Finnegan’s work aims 
to evoke a hypnotic atmosphere where seemingly innocuous objects, a hood 
or cloak viewed from behind, acquire an immovable sense of dread. Inanimate 
things can appear alive seemingly looking back at us, evoking an irrational 
sense of fear and suggesting there is an unknown entity lurking in the space 

between the appearance of things and that which is concealed.

Fiona Finnegan (b. 1979, Newry) is a painter who graduated 
with an MFA distinction from University of Ulster, Belfast 
(2009) having completed a BA Hons Music and Visual 
Practice at University of Brighton (2001). Her most recent solo 
exhibition took place at Dickon Hall Gallery, Belfast (2011). 
Selected group exhibitions include RUA, Ulster Museum 
Belfast (2013, 2012); Long they look and deeply, Satis House, 
Belfast (2013); The Surreal in Irish Art, F.E. Mc William Gallery, 
Banbridge & The Highlanes Gallery, Drogheda (2011); The 
Threadneedle Prize Exhibition, Mall Galleries, London (2010). 
Her work is held in public collections including University of 

Ulster, Belfast and Arts Council of Northern Ireland. 

WWW.fionAfinnEgAn.Com 

RIGHT: WulfEnitE on bAritE oil on wood, 38 x 50cm, 2014
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EIMEAr
FrIErS

The fact that anything can be art, regardless of its moral stance can be a 
paralysis; hence “doubt-filled gestures, equivocal objects, bemused paradoxes 
and tentative projections”* are qualities used to define contemporary art. Of 
course, this confusion/banality seems to be what characterises visual culture, 
maybe our philosophical outlook. This in mind, within the parameters of 
painting I embrace the ‘free for all’! I do not restrict myself to a particular style 
or subject, the process is intuitive, I trust my judgements and often rely on 
imagination. Engagement with the materials is the most important thing for 
me; painting is absorbing, annoying, usually unpredictable, meditative and 
enlightening. There is a tension between illustrating an idea and embodying 
that idea with paint; I would like my work to do the latter.

What draws the recent work together is their highly concentrated appearance, 
the result of obsessive layering, pulling back and re-layering. They are childlike 

in their urge to colour in all the white space and in their stylised forms, 
reflecting my admiration for expressionist painters like Van Gogh, Munch, 
Gauguin. There are direct art references contained in the work (the ass in 
Goya’s etchings, networks of foliage in paintings by Henri Rosseau) as well as 
references to found photos and popular advertisements. Often these are only 
visible on close inspection or completely hidden under layers. This loads my 
paintings with a personal significance - it’s hard to imagine seeing them with 
a fresh pair of eyes. Despite their surreal atmosphere and imaginary locations 
I do see these paintings as a kind of realistic comment on contemporaneity, if 
that is possible. 

*Terry Smith, Questionnaire on ‘The Contemporary,’ in October: 2009

Eimear Friers (b. 1989, Belfast) graduated with a BA Honours degree in Painting and Printmaking from Glasgow School of Art 
(2012). Her work was chosen for the prestigious ‘Saatchi New Sensations’ exhibition, London 2012. Group exhibitions include 
Catalyst Arts, Belfast (2012); Saatchi New Sensations, Victoria House, London (2012); Black, Royal Glasgow Institute of Fine 

Arts (2012). 

WWW.CArgoCollECtivE.Com/EimEArfriErs  

LEFT (Clockwise from top): bluE CurtAins oil on canvas, 28cm x 37cm

WizArd bAby oil on canvas, 20cm x 20cm, mElting hEAd oil on canvas , 33 cm x 40cm 
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Groves practice concerns themes like repetition and familiarity. He uses a 
range of media from paint, video, photography, dioramas, installation, text 
and sound and draws on an expansive repository of imagery (from television 
and films) appropriating material which, for him has a certain resonance. His 
method is open and responsive, often incorporating chance discoveries or 
‘mistakes’ into the fabric of the work, for example the screen image created 

by video glitches. In combining these elements he creates new works and 
installations, “strange places” where questions of identity, meaning and 
searching freely move around. Often the original context becomes entirely 
obscured as invented narratives take over. His approach, which he describes 
as investigative yet playful, is constantly evolving as he searches for the 
appropriate artistic language to express each new body of work. 

Ben Groves (b. 1971, South Yorkshire) graduated with a first Class Honours Degree in Fine Art from University of Ulster (2012) 
where he was subsequently awarded with a residency. His work has been shown in group and solo exhibitions at University of 
Ulster (2013); Engine Room Gallery, Belfast (2012); Crescent Arts Centre, Belfast (2012); Arboury Gallery, Bangor (2010). He is 
currently studying for an MFA at the Belfast School of Art and preparing for exhibitions at Platform Arts, Belfast and Engine 

Room, Belfast in 2014. His work is held in public collection by the Belfast Health Trust.

WWW.bEngrovEs.Com 

BEn  
GrOvES

LEFT: this film oil on panel, 60 x 60cm, 2013

RIGHT: this is thE End oil on panel, 60 x 60cm, 2013
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Much of my work reflects my interest in filmic tropes of the Irish landscape. I 
am drawn to certain locations such as the former properties of the landowning 
classes, driven by an interest in concepts of the land, as a source of wealth 
and in its relationship to national identity and class in both contemporary 
and historical contexts. Working with video, I produce installations where the 
viewer is encouraged to perambulate within the installation, rather than to be 
sedentary as in the cinema. I encourage the viewer to look and consider both 
the historical and the formal landscape.  

The work, Capall produced for this exhibition, looks at the relationship between 
a horse and its rider/owner and features a contemporary rural landscape. In 
a reversal of 19th century roles, the contemporary landowner’s tenants are 
not beholden; rather they choose to rent the land for leisure and sport.  It is 
these changes in how the land is used and by whom, that interests me. The 
interaction between the horse and rider/owner is a metaphor for a blurring of 
class lines, subsequent new relationships with the landscape and access to a 
sport and leisure activity that was historically associated with the aristocracy 
and upper classes.

Angela Halliday (b.1978, Belfast) completed a practice-
based PhD entitled Video Narratives and The Construction 
of the Female Subject in 2011 and was awarded an MFA with 
distinction in 2005 from the University of Ulster, Belfast. She 
has exhibited as a solo artist at Ad Hoc Gallery, Belfast 2010. 
Selected group exhibitions include RUA Annual Exhibition, 
Ulster Museum, Belfast (2013); Notice, Catalyst Arts, 
Belfast (2011); 20th Instant Video Numeriques et Poetiques, 
Marseilles, (2007); Trauma Interrupted, Manila, (2007); 
Offside Live II, Hugh Lane, Dublin, (2005). She has been the 
recipient of a number of awards (including ACNI individual 
artist awards) and residencies, and has contributed writing to 
various publications. Her work is held in the ACNI collection.

CApAll HD Video Still, 2013
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Looking toward both area-specific and wider transitional space, I am 
interested in how space and society align and interact. Through the study of 
spaces that range from the contentious to the politically “neutral”, my work 
so far has been rooted in the element of removal that accompanies inherited 
history.

When it is too soon to redefine space, yet future interest and engagement can 
be anticipated, certain contentious areas enter a socially imposed purgatory. 
They engage in a cancellation process before regeneration is possible or, 
indeed, a necessity; and immediate desires to destroy must be set aside for the 
assumed future historical and touristic benefits of preservation. 

When these spaces are inherited, they carry the atmosphere of their previous 
forms and uses, yet their facts deplete - interrupted by image awareness and 
the potential of other motives. The sensitivity with which we treat these 
spaces and commemorations is reflective of how we see each past place in 
relation to the present.

As the regeneration process takes shape over time, it combines current needs, 
past functions, and aspirations for society’s future form. With the constructive 
process being simultaneously destructive, through spatial re-appropriation 
labels merge and influence one another.

DOrOTHy 
HunTEr

Dorothy Hunter (1988 Magherafelt) gained a first class honours in Fine Art from University College Falmouth, (2011). Recent 
solo exhibitions include Production CCA at CCA, Derry (2013) & Proposal for a Post Cell, Crescent Arts Centre, Belfast (2012).
Selected group exhibitions include Platform 13, Platform Arts, Belfast (2013); Moments of Inception, QSS Gallery, Belfast 
(2013). She has also been recipient of a number of awards and residencies including the Outbound residency to Berlin with the 

Centre for Contemporary Art, Derry-Londonderry 2013. She works predominantly with installation and sculpture.

WWW.dorothyhuntEr.Com 

RIGHT: slip 2013
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AISlInG 
KAnE

This work, exhibited in Presently, is about the place where I grew up. Feeling 
like it was constantly misrepresented in the media, I decided I wanted to 
show a more personal viewpoint of the people from the area. I looked at the 
parallel narratives that run alongside political issues which get the majority of 
press coverage. I felt that it was important for me to show the other side of the 
story, the home life, the new life, those presently growing up in the area and 
those who have spent their lives there. I wanted to show the people and the 
issues that have everything to do with a working class area and nothing to do 
with a sectarian divide.

Initially I was inspired by the work of Dutch and Flemish painters such as 
Johannes Vermeer who depicted his subjects in interior spaces bathed in 

natural light. Through photographing my subjects I began to see similarities in 
their lives and the insights into the everyday in James Joyce’s The Dubliners. 
Joyce brought the inconsequential actions of his commonplace subjects into 
significance. With this in mind I placed the everyday lives of my subjects on 
a platform and made the unimportant precious.

“His face was very translucent, grey and massive, with black cavernous nostrils 
and circled by a scanty white fur. There was a heavy odour in the room – the 
flowers.” James Joyce, The Dubliners,1914

Aisling Kane (b. 1987, Belfast) graduated with an Honours Degree in Photography from the University of Ulster (2012) where 
she was subsequently awarded with a one-year residency. She has been recipient of a number of awards including The Jaffa Art 
Prize. Selected group exhibitions include The 6th Annual WESTPHOTO Exhibition, Ambika P3 Gallery, London (2012); Project 
30- Emerging Views of Ireland, The Gallery of Photography, Dublin (2012). Her images have recently been published in The 
Sunday Times and her work is held in the ACNI collection. Kane is a founding member of Embrace the Fringe, a photography 
Festival in Belfast, she is on the committee for Opportunity Arts and is currently planning to open a gallery. At present she is 

developing new work for leading mental health charity MindWise. 

WWW.bEhAnCE.nEt/AislingkAnE

In March 2012, my grandfather was to undergo surgery for a quadruple bypass. 
Prior to the operation, I visited him several times in hospital. I couldn’t help 
but think that the reason he needed the operation was because the years of a 
bricklayer’s diet, his fondness of a pint and never-ending rollups had caught 
up on him. I have looked up to him with both awe and fear since I was a child 
and now, waving goodbye to him through the car window as he puffed his 
electronic cigarette in his dressing gown and woolly hat, I cried with pity. He 
was like a little boy, humbled by the realisation of his mortality.

I was living alone at this time and so I decided to temporarily move in with my 
grandmother. I reasoned with myself that I would help keep on top of things 
around the house as she was busy visiting my grandfather in hospital, but in 
reality her company kept me sane.

One morning, sitting at the kitchen table, I watched her as she worried about 
the imminent operation. Methodically she made her way back and forth from 
her chair to the kettle. Cigarette and tea, cigarette and tea, cigarette and tea. 
She looked exhausted. The weeks of hospital visits twice a day alongside 
running a busy household had taken its toll on her. Her eyelids heavy, I 
noticed her cheekbones and how her wrinkled skin covered them like lace. 
She always wore pretty pastel colours but today her lilac cardigan seemed to 
drain her, making her skin a nicotine-stained yellow.

The post dropped through the letterbox. A large brown envelope containing 
a questionnaire from the research institute at the university. ‘Attitudes to 

Peacelines’ as the heading, I noticed that the language seemed somewhat 
simplified, dumbed down. Presumptuous that the person reading the 
letter would be uneducated. “The best way to find someone to fill in the 
questionnaire is to ask who has the next birthday in the household”. Angered 
through her weariness, my grandmother sighed, “You would think people had 
nothing better to worry about”, she said. I tucked my own anger away and 
asked her if I could keep the letter. She thought the redeemable £10 voucher 
reward for filling in the questions was appealing to me. I looked at each of the 
professor’s names overseeing the study at the bottom of the page. I thought 
if they had just called to her house for a chat and a cup of tea she would 
have been more willing to speak her mind. Rather they addressed her as ‘The 
Occupier’ and wished to study her like a lab rat, opting to give her money 
instead of their time.

I knew what my grandfather would say about the letter. He would question 
their interest in a working class area. He would speak of the proposed closing 
down of a local secondary school and, when this happened, there would be 
no secondary education available in the area. “Millions of pounds, millions of 
brains gone to waste”, he would say, shaking his head. “You would think people 
had nothing better to worry about”, my thoughts echoed my grandmother’s 
words at the kitchen table. What images would the professors conjure up in 
their minds when they discussed my home?

I’ll show you that people have better things to worry about, I thought.

LEFT: jAmEs from thE sEriEs virgin tErritory 2012
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bAsin Indian ink on watercolour paper 

84cm x 59cm, 2013

Miguel Martin (b. 1985 Belfast) graduated with a BA Fine and 
Applied Art at the University of Ulster, Belfast (2008) where 
he was presented with the Northern Bank Toradht award for 
drawing in his final year. His most recent solo show, All good 
in the Manhood was exhibited at the Abrons Arts Center, New 
York (2011). Selected group shows include: Jerwood Drawing 
Prize, London (2013); You are now entering _________ , 
Derry/Londonderry (2012); London Art Fair, London (2012); 
Warning, Crescent Arts Centre, Belfast (2012); Hope is a thing 
with feathers, Golden Thread Gallery, Belfast (2011). His most 
recently released mini-comic Prison Pizza was published by 
Belly Kids, London. 

WWW.miguElmArtin.Co.uk

Miguel’s current art practice explores the various interpretations surrounding 
concepts of the architectural uncanny, homely objects of familiarity and 
instruments of horror. With an interest in objects shrouded in secrecy within 
the context of domestic or homely spaces, he uses drawing, animation, 
installation and performance to explore elements of his own autobiography. 
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TIM
MIllEn

My current work explores intersections between nature and technology, development and re-
wilding. It examines how to depict landscape in a time of environmental disorder. The works are 
small-format, intimate paintings derived from a free-association of personal photographs, drawings, 
CGI and found images. I am interested in how the meaning of this source material is manipulated 
and transformed through the process of painting. The resulting images of imagined landscapes and 

interiors all contain some kind of human or technological intervention. 

Tim Millen (b. 1976, Northern Ireland) graduated with an MFA from University 
of Ulster (2011) having completed an art degree at NCAD (1999). He has 
exhibited as a solo artist with the work Folk Tales, Island Arts Centre, Lisburn 
(2009). Selected group shows include, Long they look, and deeply, Satis 
House, Belfast (2013); Fata Morgana, Catalyst Arts, Belfast (2012); And now 
we call ourselves artists, VOID, Derry (2011); Miscellany Springs, Turn-Berlin 
Gallery, Berlin (2009). He has also been the recipient of arts awards including 
The Hunting Prize, RCA, London (2004) and Arts Council of Northern Ireland 

General Arts Awards.

WWW.timmillEn.Com 

LEFT: untitlEd (bACk) oil on linen on plywood panel,  

25 x 18 cm, 2013
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Brian J Morrison’s practice navigates stereotypically male dominated social 
collectives, in an attempt to explore photography’s relationship with the 
construction of currently accepted normative masculine values. 

“I am interested in visual representations of heteronormative masculinity and 
photography’s role in the production and consumption of a gendered identity 
via appropriation and photographic installation. 

By linking these two modes of production, l aim to present work which 
recontextualises imagery containing perceived gender codes and raises 
questions as to their validity as art objects.”

Brian J Morrison (b. 1980, Belfast) graduated from Blackpool 
College of Art with a first class honours degree in Photography 
(2010). He has exhibited as a solo artist with his work Ripped 
Chiseled and Rock Hard, Platform Arts, Belfast (2013) and 
selected group exhibitions include: WE, Catalyst Arts Gallery 
(2012); Monsters of Ulster, Factotum, Belfast Exposed 
Gallery (2011); Will We Be There? Group Project, Belfast 
Exposed Gallery (2011). Morrison is a part-time lecturer at 
the University of Central Lancashire, teaching on the BA 
Photography program and is a cinematographer for Source 
Photographic Review. He has produced 16 documentary 
shorts, exploring the photographic archive, the notion of 
‘conceptual photography’ and photography’s relationship 
with literature.

WWW.briAnjmorrison.Com

rippEd ChisElEd & roCk hArd Installation Shot, 2013

BrIAn J. 
MOrrISOn
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Drawing upon research into diverse areas of science, religion, cinema and 
philosophy, O’Donnell’s body of work incorporates painting, objects, video 
and installation.

In Light-Chart (2013) the artist has used sunlight, focussed through a 
magnifying glass, to burn a star chart of the Northern Hemisphere onto paper. 
This physical object is then directly overlaid with a projection showing video 
documentation of the making-process.

The process may be considered a form of camera-free photography. In 
addition to forming a map of star locations, each of the burn marks may be 
viewed as an individual photo-graph of the sun, however blurry.  

Light-Chart explores an experience of stars; far off celestial bodies, which can 
be seen, experienced and documented because of the light they emit, but in 
all probability can never be verified by touch.

Other works explore the mysteries of colour. All Things Are Pigment 
(watercolour, pencil and varnish on paper, 2010) invokes the disparity 
between colour as light and colour as named pigment; the latter resulting 
from chemical, industrial processes that obscures its previously more obvious 
relationship to the earth.

Blaine O’Donnell (b 1986, Derry) graduated with an MA in 
Art in the Contemporary World, National College of Art & 
Design, Dublin, in 2015, having completed a BA in Fine Art 
at NCAD (2009). His most recent solo exhibition, ZENITH, 
was exhibited at Ulster Hall, Belfast (2011). Selected group 
exhibitions include Tomorrow’s Almost Over, VOID, Derry 
(2013); Spectrum of Activity, Black Mariah, Cork (2011).

WWW.blAinEodonnEll.Com 

light-ChArt digital video projection on paper  

on wooden structure, 2013
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EAMOn  
QuInn

Through my art practice I try to examine social absurdities both modern 
and historical and apply this knowledge to the creation of art objects and 
sculptural form.

When making work I feel drawn to objects and materials which have a history 
of use, or connections to physical strain and even pain. Such items include 
tools that I have used myself, objects that have an oppressive quality (for 
example heaviness), or artefacts of industry. I work at speed; indeed working 
fast seems to be advantageous to me; making quick decisions, using instinct 

and not dwelling on the forms and techniques for too long.  I work both 
sculpturally and increasingly through paint; the latter has furthered my ideas 
greatly. I work with paint because of its immediacy and capacity for creating 
otherwise impossible images but its physical connection to surface can be 
restrictive.

There are occasions when I find myself conflicted and questioning the modern 
art world, art history and my place as an artist within society. Contradictions 
can arise in my work and I find it useful to acknowledge this fact.

Eamon Quinn (b. 1988, Down) graduated with an Honours degree in Fine & Applied Art from University of Ulster, Belfast and 
was subsequently awarded with a University of Ulster residency in 2012. Selected group exhibitions include Titanic, Whalley 
Gallery, Holywood (2012); Mapping: Performance Art in Context with Boris Nieslony and Gerhard Dirmoser, PS2, Belfast (2012); 

Medals, Catalyst Arts, Belfast (2012); Drawing Connections, Siena Arts Institute, Italy (2011).  

WWW.EAmonquinn.tumblr.Com  

LEFT: potEmkin torCh 2011
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PETEr  
SPIErS

Spiers’s current research centres on the nature of the image and uses tools 
of performance and image making to create an image-encounter that goes 
beyond representational means, towards a more experiential engagement. 
By using dialogical methodologies and performative strategies, event-
experiments are formed; these open-ended experiments allow us space to 
encounter the dialogical exchange artwork has with the wider frame of an 
event-experience.

On the work 100 Hours 100 Photographs – An Invested Photo-Action: 
“When we gaze upon a photograph we, without questioning, fall into the 

illusion of the image. We rarely recognise the material quality of the chemically 
produced image on paper or acknowledge the mechanism of the camera that 
captured the image. More significantly, the action of the photographer is an 
invisible and intangible ghost that exists behind the lens, out of our view.

These assumptions photography makes of us and its subsequent reliance 
on representation to form meaning are laid bare in these photographs. With 
our attention drawn to the act of the photo-action, our focus for forming a 
sense of meaning is redirected from shifting representation to a more direct 
performative experience.”

Peter Spiers (b. 1970, Middlesbrough) is a Belfast based visual artist and researcher whose work encompasses performance, 
photography and video. He completed a practice based PhD in Fine Art from University of Ulster (2012). Selected group 
exhibitions and performance based events include Cologne International Videoart Festival (2013, currently touring); Psychic 
Driving, Golden Thread Gallery, Belfast (2013); Instances of Agreement, Taiwan (2012); 100 Hours 100 Photographs, Belfast, 100 

hours Durational Performance (2011). He has also recently exhibited in Italy, Greece, Peru, Poland and Taiwan.

WWW.pEtErspiErs.info 

LEFT: 2 images from 100 hours 100 photogrAphs - An invEstEd photo-ACtion  
100 hour durational action, 100 photographs in Solander Box, 2011
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AnnE MArIE 
TAGGArT

Taggart grew up in a semi-rural landscape, where warm days were spent 
rummaging through countryside illegal dump sites - chance encounters of 
human detritus coexisting with neighbouring pools of clambering fat frogs. 
Discarded objects endowed with possibilities.  Thus began a fascination of 
reanimating objects into the curious. Taggart is always playful in her approach 
to making work, she is drawn to found objects that convey human gesture 

and emotion. Through her sculpture she endeavours to balance fragility and 
melancholy with the visceral and anarchic. Mostly, the object’s history is 
irrelevant; what is important is the relationship Taggart builds with the object 
and how various other materials interact and converse, refashioning a new life 
form that wants to talk back.

Anne Marie Taggart (b. 1968, Omagh) graduated with a degree in Fine Art Sculpture from University of Ulster, Belfast, 2011 
and was subsequently awarded the Flax Art Graduate Residency at Flax Art Studios, Belfast.  SSelected exhibitions include 
Precursor, Catalyst Arts, Belfast (2013); Flotsam and Jetsam, Group Show, Tactic, Cork (2012); Group Exhibition, Satis House, 

Belfast (2012).

WWW.AnnEmAriEtAggArt.tumblr.Com 

RIGHT: bridlEd 2011
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