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I nverting Conventions
A Series of Four Exhibitions

Inverting: to turn sonethi ng upsi de down
or change the order of two things: oppo-
siteinrelation to sonething el se

Gonvention: General agreenent on or
acceptance of certain practices or atti -
tudes; a practice or procedure w dely
observed in a group, especialy to facili -
tate socia interaction, a custom a wdely
used and accepted device or techni que, as
indrana, literature, or painting.

M1l enniumQurt Ats Gentre is proud to
present ‘ The Mbile Miseum New Work
by Eanon O Kane”, the second of four
exhibitions in the series ‘Inverting
Gonvensi ons’ .

“Inverting Gnventions: A Series of
Exhibitions Altering Perceptions’ is a
project of extraordinary neasure. There
are two naj or segnents to the project—
chal | engi ng peopl €' s perception about
contenporary art and the intense cre-
ative devel opnent of Northern Irish
artists.

The series brings five Northern Irish
artists together to nake weighty progress
in‘altering perceptions’ and ‘ devel opi ng
creativity’, challenging the viewers’
notions about contenporary art, about
Caigavon and about their creative self.

M sconceptions of G aigavon and nid-
Uster have been that it is an area of

weak arts infrastructure, wthout a

devel oped audi ence for the arts and wth,
traditional |y, fewavenues for artistic
expression and creative endeavour. In
reality, however, MCAC has found that we
have scratched the surface of local *sub-
versive creators and innovators’. Wth a
catchnent area that includes Portadown,
Lurgan, Qaigavon and Armagh in the
first instance, the series has been






desi gned to be diverse, containing ele-
nents of the traditional and the contem
porary, the challenging and the accessible
in order to encourage viewers to see
‘outside the box .

The Project ains to ‘invert’ the idea of
art ‘conventions’—rom | andscape and

ani nation to urban space, architecture,
digital inmges and sound. Contenporary
artists working today are ‘turning

upsi de-down’ nany of these standard art
categories, concepts, novenents and the-
ories. They nmay be chal | engi ng vi ewers,
but it nay al so be engaging to others.
MAC wants to take up the chal | enge of
being a national |eader for its innovative
approaches to audi ence engagenent wth
contenporary art.

Atists have been sel ected to underline
the thene of ‘inverting conventions as
vell as being representative of the dif -
ferent disciplines/nedi uns devel oped and
promoted at MCAC Increasingly, this
ability tolink ideas fromdifferent disci -
plines and art forns is seen as a nodel
for cultural institutions of the future.

Anintegral part of the Project is the
artist-in-residency period of approxi -
mately 1-2 weeks. The MCAC artist-in-
residency is a national studio progranmme

located at the Gentre, providing a studio
space for up to a two-nonth period for an
artist working in visual arts, verbal arts
or miti-nedia. Additionally, al of the
exhibitions wll have a public, site-spe-
cific element which “invert’ the viewer-
participants’ perceptions outside the
‘convention’ of what is a galery space.
This element of ‘Inverting Gonventions’
underlines MCAC s aimto inspire and
propel the creative potential of our com
munity. By creating artwork that ‘sits’
outside the gallery space, the artists and
MCAC wi || denonstrate extraordinary
appeal in the community and becone a
vital force for bringing newvisitors

i nside the MCAC and bui | di ng new audi -
ences for contenporary art.

The MACis a catalyst for the creative
expression of artists and the active
engagenent of audi ences. V¢ examine the
questions that shape and inspire us as
individual s, cultures, and conmunities.
MCAC is becoming an Art Factory, pro-
duci ng new creative work. As an At
Factory, MCAC s Inverting Conventions
is asoaninportant project in the devel -
opnent of creative process for
visual /mul tinedia artists, in particul ar
fromor working in Northern Irel and.
‘Devel oping creativity' is one of MCAC s

taglines. Qur anbition is to pronote
artistic practice on aloca level wile

si mul t aneousl y devel opi ng est abl i shed
and energing artists on a nati onal and
international level. There are not nany
opportunities for artists to have a ‘white
box’ in which they can create. MCAC
prides itself on the ability to encourage
the idea of ‘anything goes and anything is
possible in creating artwork. MZAC
houses two purpose-built galleries and
has been described as one of the premere
art spaces of Northern Ireland. In add -
tion to this the centre includes a verba
arts roomwth a visual and verbal
archive library, a sound/audio studio, a
mul tinedia suite equipped fully wth
video editing. Wthin the conpl ex there
is also a darkroom a visual arts work-
shop and an artist-in-residency suite.

The creation of new work is conpl enent -
ed by the intense individual artistic

devel opnent of the exhibiting artist.
MCAC works closely with each artist to
devel op the exhibition, a catal ogue and a
narketing plan. The overal | project
enconpasses a vision that is particularly
appropriate to the Gentre’s space and
regional area. Wth ‘Inverting
Gonventions’, MAACis playing an instru-
nental role in the cultura devel opnent

and pronotion of creative talent, not only
wthinthe local area, but nationally and
internationally.

This project would not have occurred
wthout the assistance of the Aits Quncil
of Northern Ireland s Lottery Fund. MCAC
isindebted to their support.

Megan Johnst on
Arts Centre Manager, 2004



Mobi | e
Museum
2004
installation
Vi ew
MCAC




At as Sati al

Resi st ance

Architecture, known to the Ancient
Geeks and nany others since as the
nother of all arts, is one of the principa
neans by whi ch societies assert control
over the natural world. The neans by
which nations are literally built, archi -
tectural forns nmay be the nost persua-
sive of all constructions. Buildings can
seduce us, as individuas, into their

i nnernost chanbers or deter us from
even stepping across their threshol d.
They can present us or hide us, becone
the neans by which we as comunities
are nade or even undone. Their synbol -
ism physicality, textures, spaciousness,
and even their appropriated i conography
can pervade a soci ety s val ues. Fom
donestic holdings to the sites of judicial
agency, architecture contains a repre-
sentation of all that we hold in highest
regard at any gi ven nonent.

Miseuns occupy a precious place wthin
the terrain of architectural forns and
functions. As containers for naterial
culture that overtly seek to distil repre-
sentations of the society in which nuse-
uns reside, nuseumarchitecture is per-
haps the nost enbl enatic of all.
Hstorically, wth the advent of nine-
teenth century nodernity, nuseuns were
seen to enter the lineage of the tenpl e
They becane first and forenost secul ar
pl aces of worship, where heritage is

nade tangible so that it might tell us
about oursel ves and further about those
that went before us: spaces where neno-
ry is ostensibly naterialized.

Traditional |y nuseuns are solid and

i movabl e in their outer structure.

Wi | e exhibitions nay be, and increas-
ingly are, transitory, the site of display
islargely static. At nuseuns offer a
further step on this esoteric journey of
cultural representation. In the current
clinate of art practice, the sites of pro-
duction of art and its display are contest -
ed, alnost to the point of undermining art
itself. Artists such as Marcel Broodt haers
presented a critique through his art since
the 1960s, while Thomas Hrschhorn is
a nore recent and persistent devotee of
defyi ng the noderni st dreamof a solid
neutral tenple for culture in which to
cotain art as artefact.

Back in the nainstream both history and
art nuseuns are often viewed as scul p-
tural works in thensel ves. The work of
contenporary architects such as Frank
Gehry and Dani el Li beski nd noves

unapol ogetically closer to art, as percep-
tiblein either the aesthetic play of the
former and the synbolic priorities of the
latter. Despite Gehry's claimthat the

rel ati onship between architecture and art
is not necessarily one of succession, but
one of inspiration (he suggests that
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painting is the highest formof art, one
fromwhi ch he draws creatively), his
bui | dings are viewed as awe-inspiring
sites in thensel ves — an experience usu-
ally reserved for the nature kept outside
architecture’s confines or for the art
held wthinits walls. The notional dis-
tinction between art and architecture
general |y revol ves around varying per -
ceptions of spatia function and its ever-
changing relation to form The noder ni st
ethos declared its conclusion through its
pronotion of the white cube, a triunph
of architectural neutrality over nomnal
function, while the new architects having
cleared the fence of this nodernist desire
to present pure functional form now
openly toy with the renewed tensi on
between art and architecture. Bvident in
the use of a variety of naterials for
nmaterial’s sake, the pleasure of visual
nani pul ation for its own sake and an
overt recognition of spatia syniolism
this amounts to an overall drive to well
and truly see off the lonely limtations of
a functionalist aesthetic.

Eanon O Kane has chosen to re-l ook at
the naster buildings, and naster not
mstress they usual ly were, of a high
noder ni st nonent (for exanple, the
Quggenheim New York), and to comm n-
glethis viewwth recently transforned
buil dings (the Baltic, Newcastle), and

further to speculate on the new art-itec-
ture (the Guggenheim Bilbao). Hs
endeavour attests to the fact that the cul -
ture of the present is al ways inclusive of
an anal gamation of the past. The contem
porary viewincludes all it can survey
and it is wth a knowng intention that

O Kane has reversed Gehry’ s one-way
traffic of inspiration, choosing to draw
creatively fromarchitecture and its
inage for his art. In The Mobi |l e Museum
O Kane has devel oped an installation that
penetrates the ideal s of architecture,
exploits the reproduced i nage of various
bui I dings, and has generated a body of
works that builds upon his curiosity
regarding the notion of rupture between
fact and fiction, experience and repre-
sentation. To do this, OKane enpl oys a
range of nedia, and as wth any artist of
depth, he discloses a consistency in
interrogative interests sustai ned from
earlier work.

The idea of visual and naterial represen-
tation derived fromsecondary sources is
one that challenges notions of truth in
representation, as evident in OKane's
series AKA (Ater Kafka' s Anerika),
2000-02. For this he painted a fictional
travel diary based on secondary sources
such as travel brochures and guides to
visualise a trip across Lhited Sates of
Anerica before he went there, in a visual

parallel to Franz Kafka s research for
his novel Amerika. In arelated observa-
tion, OKane's collective termin 2003
for a nunmber of works was Hctionl ands,
used as an unrella title for an exhibi -
tion. An ongoi ng ani mati on project was
begun in 2002, called die bildernacher,
ani -mates, and continues to conment on
OKane' s renarkabl e productivity as an
artist. This is relayed through hilarious
sequences of animation where snall fig-
ures appear to nake his paintings in
stealth and account for the anassed out -
put of an unrelentingly prolific artist.
The Sudio in the Wods, 2003, is a
series of paintings, which betray in Iush
col our a sense of fantasy, taking a cue
from reproduced i mages of renowned
desi gned exanpl es. These expl ore the
desire to find the perfect space in which
to work creatively: a place that is frus-
tratingly i npossible as the aura of that
ideal canrarely translate into the quo-
tidian requirenents of an artist’s studio.

This last area of fascination for OKane i s
devel oped in The Mobile Miseuminto a
deci dedly understated reflection on the
inperatives that drive artists to consider
how their work relates to the spaces it
occupi es at various points of its journey.
The rel ationshi p between where the work
is nade, stored, displayed and the work’s
own sense of space is a common cause for

del i beration anong artists. dten strug-
gling to overtake architecture on a daily
practical basis, artists attenpt to

recl ai mthe spaces they work in as dis-
tinctly their own and further do battle to
over cone the atnosphere of the pl aces
where their work is reveal ed to the

w der community. Artists generally
agree that the size of a studio inplicates
the scal e and concerns of the work,
therein and thereafter. In Bristol, OKane
works in a now defunct paper-bag facto-
ry and the industrial inplications of this
space echo throughout his recent work,
even beyond the work actual |y nade
there.

Perhaps it was also OKane’'s proxinity
to the galleries at the Irish Miseum of
Mbdern Art, while on residency there
during 2004, which propelled his work
toincrease in size. The very scale of the
pai ntings in The Mobile Miseum presents
a way of looking that encourages the
viewer to nove through the gallery
space: standing back at a di stance from
the work to incorporate its full view and
noving up close to see in detail the range
of painted narks created wthin each one.
This physical change was coupled with a
newy restricted nonotone pal ette. The
use of black and white suggests the |an-
guage of draw ng, plans, the retrospec-
tive view of photography, and subtly
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evokes a noderni st aspiration to avoid
the syniol i ¢ conplications of col our.

The rol e of reproductions or secondary
sources in cultural productionis still to
the fore of OKane's mind, as these

i mages were based on reproductions in
books and nagazi nes. The architectural
exanpl es visually interrogated in The
Mobi | e Museumare well known to the
architecturally interested viewer. The
pover of spatia nanipulationis just one
way in which the ‘master’ buildings of
both the present and the wder past can
fascinate a visitor. The neans by which
such cel ebrated buil dings are conveyed —
their stature sensed and presence felt —
w thout ever having physically stood in
front of or inthemis reliant upon the
power and success of photography to cap-
ture that essence and subsequent!y
enrapture the viewer. Indeed the nuse-
uns and houses studied in The Mbile
Museumare so faniliar that they are
perhaps nore easily understood as

enbl emati ¢ structures than functional

spaces.

As paintings, OKane's inages al so speak
the language of paint itself. Hs idiomtic
return to prioritizing painting seens
indicative of a re-enchantnent wth the
product of art-naking. Never entirely

erased fromhis oeuvre to date, the prod-
uct has been chal | enged through a rigor -
ous practice of negotiating the inplica-
tions of the reproduced inage for the
original, along wth the suggestion that
industry mght supplant inspiration
wthin systenatic el enents of productiv-
ity. As contenporary art seens to per-
sistently challenge the limts of selec-
tion, hierarchy and naterialism O Kane
too has nused on this enthrallnent to
process but seens to contradict the
notion that art nust be by definition
unresol ved. Instead he presents in The
Mobi | e Museumtwo distinct outcones:
one a prelinmnary conclusion (the paint -
ings), the other indicative of an ongoi ng,
non-definitive process (the crate-like
nobil e studio and its contents).

Nature too creeps into the frane of
OKane's pai ntings, through an evocation
of aclassic cinenatic shot. Abuildingis
seen surreptitiously through foliage,
clearly the site of inpending doomin the
thriller genre. A voyeuristic anbi ence
set out inthe Sudio in the VWods,
OKane's | arge canvases of The Mbil e
Museumare simlarly seen as frozen
nonents in a narrative yet to unfold. Q
perhaps that narrative is al ready told,
and what we see is a gl ance backwards,
the retrospective gaze as the protagoni st

departs the scene. Ether way, the atnos-
phere of these inages is undoubtedly one
of reflection, of pause.

Lhderneath the strata of installation,
mxed nedia and text, the process of
painting itself has al ways been at the
core of OKane's practice and i s perhaps
his prinary subject. The tactility of
paint and the process of naking a pai nted
image are clearly the Iink between what
is of representational interest to OKane
(such as the fantasy of ideal spaces to
live, work and display art in) and his
nore abstract fascinations (such as the
inplications of the general art process
and phot ographi ¢ reproduction for visual
arts). The practice that produced these
works is driven by in-depth textual,
visual and spatial reflection, but nost
crucially has the heart to conclude wth a
synchronous neeting of visual inagina-
tion and its tangible relation to paint.

Bernard Tschum wites of ‘event archi -
tecture’, the ever-changing interaction
between formand function in architec-
tural terns. This is clearly a concept of
interest to OKane, both literally and

net aphorical ly. The nuseumis an ideal
transported internal ly and conmuni cat ed
outwardly through plans, naquettes,

nodel s and finally realised in brick and
nortar, titaniumand steel. But place
changes and spaces are transforned: fac-
tories and stabl es have been appropri at ed
as artist’s studios; prisons and hospital s
have suited nuseum needs. O Kane's

m xed nedi a work plays on these chang-
ing notions of space and the places where
art is expected to be. @-joining this
exploration wth an analysis of the
process by which art is nade and vari ous
nedi a applied to reach a concl usion, The
Mobi | e Museumsets out a spatia resist -
ance to the venue in which it resides. By
presenting alternative sol utions to
reflect his art, OKane instils awareness
of howthe work got here, it’s storage and
suggests the transience of its current
location: the art wll ‘nove on' .

The desire of artists, broadly, to find or
create an idyllic workspace has been,
nodern tines, the source of many works
indfferent nedia. To i nagi ne the studi o
inthe wods or a roomof one’s own is to
i nagi ne possession of a place, for just a
while, that can contain the artist’s inag-
ination. In galleries and nuseuns spaces,
the viewer can possess, if only for a
nonent, the work presented to them The
unpacki ng of one artist’s ideas, an aml -
gamation of their dreans and vision nay

19



Mobi | e
Museum
2004
Installation
Vi ew
MCAC




Bui | di ng |
2004

Acrylic on can-
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Acrylic on can-
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Bui | di ng VI
2004
Acrylic on can-

vas
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Mobi | e Museum

Their relationship is uneasy at best, and
the distinctions between themare
increasingly blurred: Eanon O Kane
and Gemma Ti pton tak about art and
architecture.

G ldeas about art and architecture have
nade a continuous thread runni ng
through your work, how do you see their
relationship, and howdid that interest
ari se?

EOK | forned an interest in | ooking at
the two very early on, | grewup in
Donegal, in a big old Aantati on house that
is Georgian in appearance, but which
dates back to 1611. Those senses of con-
text and space, of character and of histo-
ry, nade a deep inpression. A one stage,
ny parents were doi ng sone restoration
work on part of the house. It was an ol d
barn-type building that had trees grow
ing out of it. The building had to be com
pletely rebuilt, but it ended up being
rebuilt inthe style of the od one. |
worked with the builder for the sumer
and, wth hindsight, that introduced ne to
alot of issues of scale and space, and al so
to the idea of the clash between the tradi -
tional and the nodern. It nade ne really
think about the character of a space.

| had planned to study architecture, but |
also vanted to study art for ayear. S |
cane to NJADwth the idea that | was
going to go on to do architecture, then |
got really into the process of naking art,
so | stayed on. Throughout ny work |'ve
always had this interest in context and
place - whether it's | andscape, or
cityscape, or different reaities, virtua
realities, constructing realities - and an
interest in architecture, in how buildi ngs
get into the city network or nap and then
how they function there, that’s wy I
becane so fascinated by the Panorama.

Perhaps then the divergence between the
separate ‘arts’ of art and architecture
begins at colege. Buit thereis still a
cross over, how woul d you describe it?

There is certainly an evol ving idea of
spectacl e in contenporary architecture,
fromarchitects like Frank Gehry, to the
Acconci Sudio, and Dller + Sofidio .
They are all architects involved with
pushi ng the boundaries, and | suppose
that that is where the cross-over |ies.
Maybe there shoul d be nore of a break-
down of those boundaries. Instead, it
seens that when an architect tries to do
an installation at a nuseumor gallery,
we end up with sonething that has been
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done twenty years ago — by artists. And
the exact sane thing can happen wth an
artist tryingtodo abuilding, there's a
lack of know edge of context, of what has
happened before. That can be positive
soneti nes. Rem Kool haas has noted t hat
too nuch know edge of history can trap
architects in to certain ways of |ooking
and t hi nki ng.

The difference between art and architec-
ture is aso a difference of purpose,
intent and responsibility. Architecture
has a practical purpose. Taking the idea
of the studio, art is nade inside architec-
ture. In terns of your own work, how do
you think the conditions of naking af fect
what is nade? And what woul d be the

i deal ?

I’mpresently working in a paper bag
factory in Bristol and it’s just a very
raw war ehouse-type space. It is great as
astudio, but interns of anidea it's
naybe a bit cold, abit danp and it could
have better access to the first floor...The
Ideal Sudio and Sudio in the Vdods
series are engaged wth that idea Here,
the spaces are the much nore stereotyp-
ical, high nodernist, nmininalist build-
ings. They are pristine, a nost like
gallery or nuseum exhibition spaces, and
fromthe outside, they al so have a certain

sort of authority wthin the | andscape.
And why do you think they are like that?

Because it’s sort of a fantasy. And there's
also the undercutting idea that they're
not conpletely ideal. The work expl ores
that nyth of the artist working in cre-
ative isolation — which | al so worked with
in Qverl ook, a project based on Sanl ey
Kubrick’s film The Shining. Jack

N chol son thinks that all he needs is to
get anay fromit all towite, but he
doesn't realise that it’'s going to drive

hi m nad.

Interns of the fantasy, there's al so that
idea wth an Avar Ato house, or a place
like Frank Lloyd's Falling Véter that
these spaces have authority, they are like
aut ononous obj ects wth a certain char -
acter, and it’'s easier to extract a sense of
the ideal fromthat.

Infact, the different ‘characters’ of those
hi gh noder ni st houses, the ‘spectacul ar’
bui I di ngs of Gehry and Kool haas, and the
industrial spaces, |ike your paper bag
factory, seemto point to the different
ways in which art is perceived at the
nonent: as spectacle, as sonething with
a social or nore practical purpose (like
tourisn), and as sonethi ng aut ononous,

perhaps even essentially ‘pointless’.

| think that’s part of a nuch bigger idea,
which is where all the work is tending.
Trying to work out a way of bringing
together al those different ingredients
and senses of art, and to find a way of
working that is sustai nabl e and expand-
able interns of an art practice. The ideal
studio is aways one that is ideal for you,
at a particular point in your practice.
It’s not going to be ideal for everyone.
You can have a very clinical studio, or a
very nessy studio. | do think the studios
that | have had have dictated what | have
done, or 1’ve had to work around them
sonetimes. For exanple in New York ny
studio wasn't big enough for the work |
wanted to nake, and | had to enploy all
sorts of weird support systens to work
on the canvases | was using. That gave ne
a headache, but | wanted to nake a certain
body of work, and the way to do that was
to fight against the architecture in a cer -

tain vay.

If the studio only partially inpacts on the
work that is nade there, how do you see
the inpact of the gallery space? Again we
have the different nodel s; the spectacu-
lar, the nodernist, and the industria, as
vell as the nore historical spaces. In
nany cases, artists wll be working

towar ds comm ssi oned exhi bitions, do you
think that alters howwork is nade and
t hen seen?

To sone extent it does. Onh the other hand,
there are sone artists’ works that seem
to work in any space. There are also the
touring shows that have to be flexible in
terns of howthey are going to fit into a
variety of spaces. M work at the nonent
i s divided between pieces that are nade
for specific conmissions, and ones that |
amdevel opi ng separately fromthat. So
the space is dictating there, and the exhi -
biti on can become an organi c thing that
changes, which is sonething | |ike. Then
there are the spaces where you have to
take work off the stretcher just to get it
through the door...In those cases | al ways
think | shoul d have pl anned ahead.

Yes, but in those cases shouldn't the
architects, or those converting the spaces
for use as a gallery, aso not have pl anned
ahead? Wiich [ eads onto the question — do
you think there is such a thing as the
ideal gallery space?

If | had to give you an exanple, | would

say that the ideal gallery is the Louisiana
Miseumin Huntebaek, Denmark. It is a
vwonderful mixture of the old and the new
You' ve got this kind of additive architec-
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