Better is something you build, Kevin Kavanagh Gallery, Dublin, http://www.recirca.com/reviews/2008/texts/bisyb.shtml 

Laura McGovern

Eamon O’Kane’s Untitled (season’s blockbuster) is a projection onto a wooden structure. The animation depicts one scene, a one-storey building dominated by the rising trees surrounding it. The animation takes the form of this scene being drawn; the outline of the image draws on the screen and then the outline is filled with colour; the animation then reverses all this and goes back to its original state; this then continues in a loop lasting no longer than a minute. The completed piece is not hung in the exhibtion; instead the projector and screen are an intergral a part of the exhibition. Indeed, there is a banality to the image that makes you wonder if the image being projected would be of any interest in and of itself. The process of the piece is the piece and the show’s title, Better is something we build, certainly applies: this piece is very much grounded in the exploration of the process of ‘build’, the transformation of a 2D image into a 3D sculptural piece.

A SLICE OF A CENTURY OF WINNING ART

Saturday July 08 2006

* The Taylor Prize, awarded by the Royal Dublin Society, has been in existence for well over a century. A relatively small selection of prize-winning paintings and works of sculpture are on show in the National Gallery of Ireland.

They include fine paintings by Patrick Tuohy, Sean Keating and Walter Osborne, from among our earlier artists of note, while James Hanley, Conor Walton and Eamon O'Kane are more modern prize winners.

Hanley refers to the important life the Taylor Prize gave to his development as an artist. Eamon O'Kane has painted a haunting Watchtower, a record of a visit to the bleak Auschwitz-Birkenau death camps in Poland. There are also good sculptures by Albert Power, Hilda Roberts and Brigid Ganly.

HEADLINE: REVIEWS: VISUAL ARTS - A NATURAL WORLD MADE MODERN: The Independent, June 8, 2005

By Chris Schuler

In an art world dominated for decades by conceptual work, painting continues to exert a fascination. And what is more quintessentially painterly than landscape? Yet, taking the historical view, landscape is a relatively recent development, having leapt from the background of religious and genre paintings to become the main object of the artist's attention only in the 18th century, as the Industrial Revolution gathered pace.

Painters' fascination with landscape is bound up with our growing distance from it in the modern world, so it is refreshing to find a group of young artists at a fashionable gallery exploring ways in which landscape can interact with modernity " either in the subject matter, its treatment, or both.

Eamon O'Kane's paintings place the angular forms of modern houses in woodland settings. The buildings are not merely modern: they are bold statements of Modernism. (One, seen through a spring-green haze, is actually Frank Lloyd Wright's Fallingwater in Pennsylvania.) Electric light spills out into the wooded depths, and although humans are absent, the paintings suggest the playing out of some enigmatic human narrative.

Despite their intimate scale, Sarah Sparkes's tiny landscapes in oils (about four inches by seven) draw the viewer into a larger world. The forms of nature are rendered in a richly textured impasto: man-made structures are simply painted outlines, with the white-primed canvas left to show through. A power line dissects a wooded hillside; the shape of a car is incongruously cut out of a meadow. These artefacts appear like something imposed on the landscape, and yet also strangely transitory.

These haunting little paintings are admirably complemented by Jo Syz's large photographic studies of woodlands in Italy. The unusual compositions and heightened use of light and colour give these scenes a sense of expectation, as if the viewer were waiting for some scene to unfold.

In works such as The Red Mist, Bob Matthews has employed computer generation, manipulating colour and form to create mysterious, romantic landscapes " a Caspar David Friedrich for the digital age? Daniel Rapley approaches things from the opposite direction, applying paint in a way that imitates the pixillation of digital images, filtering traditional English fields and hedgerows through a kind of 21st-century pointillism. Beverley Daniels, meanwhile, captures the awe-inspiring quality of unpeopled landscapes in a photorealist style that, though painted, suggests a technological medium in the sheer sleekness of its finish.

The natural world, though kept at bay, is still important to us as a place of spiritual refreshment, and as this collection of skilfully executed new work shows, it continues to haunt the imagination of artists.

Vertigo Gallery, 62 Great Eastern Street, London EC2 (020-7613 1386), to 21 June
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AUTOR: MLINKE
ÜBERSCHRIFT: O'Kane und seine Komplizen ;

Aus dem Atelier im Wald: Kunst und künstliche Assistenten von drei irischen Brüdern in der Galerie Schuster
Von Dorothee Baer-Bogenschütz

Nein, Helmut Schuster hat sich nicht etwa dem Spielwarenhandel zugewandt. Auch wenn es in seiner Galerie derzeit bunt und putzig zugeht. Dabei gerät die Malerei von drei irischen Brüdern fast ins Hintertreffen gegenüber dem, was einige Dutzend Knetwesen in den Seitenkabinetten treiben. Zwischen (ins Leere) laufenden Kameras haben sie sich breit gemacht oder hantieren in einem simulierten Bilderlager.

Eamon O'Kane, der in Dublin und Belfast studierte, trotz seiner Jugend auf eine beachtliche Reihe von Ausstellungsbeteiligungen zurückblickt und bereits etliche Kunstpreise einheimste, zieht gewissermaßen die Strippen. Er hat die vielfarbige Schar seinem Oeuvre einverleibt. Seit zehn Jahren betrachtet er die Figürchen, in denen schlichte Gemüter Knetübungen im Vorschulalter sehen würden, als Helfershelfer. "Das sind meine Assistenten", behauptet er. "Ani-mates" nennt er die lustigen Schöpfungen, die der Anhängerschaft von Gartenzwergen und Sandmännchen spontan ein Lächeln entlocken.

O'Kane, der kein Kind mehr ist, sondern demnächst dreißig wird, will damit freilich nicht Kinderherzen höher schlagen lassen, sondern eine kunstphilosophische Gratwanderung antreten. Ich ist ein anderer, möchte er kundtun, wobei er weniger auf Rimbaud reagiert als auf die gefühlte Notwendigkeit, zwischen sich und sein Werk eine dritte Kraft zu schieben: "Imagemakers" (Bildermacher), wie er seine Komplizen auch bezeichnet.

Diese Heinzelmännchencrew, lässt er wissen, verrichte des Nachts seine künstlerische Arbeit. Während der Meister schlafe, schwüngen die Kerlchen den Pinsel. Das Ergebnis hängt bei Schuster, der O'Kane im vorigen Jahr die erste Einzelausstellung in Deutschland ermöglicht hat, an der Wand und sieht nun allerdings kein bisschen danach aus, als habe der Künstler auch nur eine Sekunde die Produktion delegiert, gar die Kontrolle aus der Hand gegeben.

Was der junge Professor bietet, der an der Kunsthochschule im englischen Bristol freie Malerei lehrt, ist bemerkenswert traditionelle Malerei. Motivisch beschäftigen ihn wie schon in der "Ani-mates"-Sektion die Rahmenbedingungen von Kreativität und die Frage nach der individuellen Reaktion auf die kollektive Befindlichkeit. O'Kane macht Anstalten, den Platz und die Transformatorfunktion auszuloten, welche sich erheblich von der jener Rattenneuronen unterscheidet, die ein amerikanisch-australisches Forschungsteam neuerdings "Kunst" produzieren lässt. Für den Iren braucht es noch den Künstler als Medium und einen definierten Ort der Inspiration. Das überlieferte Motiv des Studiofensters greift er mehrfach auf, bevor seine Überlegungen zum künstlerischen Schaffen in Nachtansichten vom "Atelier im Wald" gipfeln. So hell erleuchtet und einladend wie es ist, könnte es freilich auch als Location für eine Festgesellschaft in Betracht kommen.

Haus und Häuslichkeit, auch die inszenierte, spielen für die drei Iren, deren Elternhaus ganz auf Kunst eingestellt ist, eine bedeutende Rolle. Insbesondere der achtzehnjährige David - Eamon O'Kane präsentiert im Untergeschoss der Galerie Arbeiten seiner Brüder Matthew und David, die beide in Dublin Malerei studieren - hat Gefallen an theatralisierten Interieurs mit umherwirbelnden Soldaten in historischem Gewand, die als Ideenskizzen zu Ausstattungsfilmen mit Mantel- und Degenromantik taugen würden. Die preisgünstigen, am wenigsten aufdringlichen und dabei anregendsten Beiträge zum irischen Familiengipfel sind derweil Etüden in Schwarzweiß: Unikat-Radierungen, für die David O'Kane Kunststoff als Druckträger verwendet, der nur einen einzigen Abzug erlaubt. Vor allem im Porträt offenbart der jüngste O'Kane erstaunliche Charakterisierungskünste - ganz ohne Imagemakers.

" Bis 30. August, Fahrgasse 8. Geöffnet Dienstag bis Freitag von 13 bis 18 Uhr, Samstag von 11 bis 16 Uhr. Tel. 069 / 29 29 93.

English Translation:

O'Kane and its accomplices;

From the studio in the forest: Art and artificial assistants of three Irish brothers in the gallery shoemakers
 of Dorothee bear elbow contactor

 no, Helmut Schuster turned not to the play trade. Even if it happens at present in its gallery multicolored and putzig. The painting of three Irish brothers comes nearly into the Hintertreffen opposite what some dozen of kneading natures in the side cabinets drives. Between (in emptiness) current cameras they made themselves broad or to be busy in a simulated picture camp.

Eamon O'Kane, which studied in Dublin and Belfast, looks back despite its youth on a considerable set of exhibition participation and already some art prices einheimste, draws to a certain extent a stripping. It incorporated the multicolor crowd its Oeuvre. Since ten years regards he the Figürchen, in which simple mind would see kneading exercises in the Vorschulalter, as accomplices. “Those are my assistants”, state it. “it calls Ani mates” the merry creations, which the trailer shank of garden dwarves and sand males draws spontaneously a smile.

O'Kane, which is no more child, but shortly thirty, wants thereby certainly not child hearts more highly strike to let, but a art-philosophical burr migration to begin. I is another, would like he to tell-do, whereby he reacts less to Rimbaud than to the felt necessity, between itself and its work a third Kraft to push: “Imagemakers” (Bildermacher), as it also designates its accomplices.

, He lets this Heinzelmännchencrew know, performs at night its artistic work. While the master sleeps, momenta the Kerlchen the brush. The result hangs with shoemaker, who made O'Kane possible in the previous year the first single exhibition in Germany, at the wall and looks now however no little like it, as if the artist delegated also only one second production, gave control from the hand.

Which the young professor offers, who teaches free painting at the academy of art in the English Bristol, is remarkably traditional painting. Motivisch employ it like already in the “Ani mates” - section the basic conditions of creativity and the question about the individual reaction to the collective presentness. O'Kane makes institutes to plumb the place and the transformer function which differ substantially from the those rat neurons, an American-Australian research team lets which produce recently to “art”. For the Irish it needs still the artist as medium and a defined place of the inspiration.

It takes up the delivered motive of the Studiofensters several times, before its considerations culminate for artistic work in night opinions of the “studio in the forest”. As brightly illuminated and as it, could it is inviting certainly also as location for a fixed company be possible.

House and domesticity, also the produced, play an important role for the three Irish, whose parents' house is adjusted to art completely. In particular the eighteen-year old David - Eamon O'Kane presents work of its brothers Matthew and David, which study both in Dublin painting in the basement of the gallery - has favours at theatralisierten Interieurs also around-whirling soldiers in historical garb, who would be suited as idea sketches for equipment films with coat and sword romance. The low-priced, to few importunate and most energizing contributions to the Irish family summit are meanwhile Etüden in black-and-white: Unikat-Radierungen, für die David O'Kane Kunststoff als Druckträger verwendet, der nur einen einzigen Abzug erlaubt. Vor allem im Porträt offenbart der jüngste O'Kane erstaunliche Charakterisierungskünste - ganz ohne Imagemakers.

Unikat erasures, for which David O'Kane plastic uses as pressure carrier, which permits only one departure. Particularly in haven-guessed/advised the youngest O'Kane reveals amazing characterisation arts - whole without Imagemakers.

UPDATE: 25. Februar 2004
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Siting Belfast: Context, Audience and the Symbolic Economy of the City

Maeve Connolly 

Belfast recently played host to several high-profile touring exhibitions, as well as a season of prestigious contemporary opera, dance and theatre productions, all courtesy of the 'Festival at Queens'. The participation of Yoko Ono, David Byrne, Philip Glass and Bill Viola helped to secure the Festival's position in the "premiership of world class culture".1 The international selectors of the 'Perspective Exhibition' (October/November 1998) at Belfast's Ormeau Baths Gallery also displayed a concern with the placing of the city on the 'world scene'.

'Perspective '98' was the first of the Ormeau Baths' proposed annual open submission competitions, aiming to "highlight the diversity and quality of contemporary visual art practice".2 It was followed in November by the city-wide project 'Resonate' which in some ways functioned as the antithesis of the gallery-based exhibition; an artist-led initiative incorporating a website, a touring artwork and a series of site-specific interventions. Criticism of 'Perspective '98' has tended to focus on the paradigmatic opposition between the curated show and the artist-initiated project. Reviewer Derval Fitzgerald, writing in Circa, notes that the "artist-run project in Belfast was set up, at least in part, to supersede the kind of send-in competition/ exhibition of which 'Perspective' is a (slightly) updated version".3

The 'Resonate' project, unlike 'Perspective '98', appears to privilege the local rather than the international context, through its emphasis on site-specific art practice. However despite the frequent labelling of artist-run projects as 'alternative' or 'oppositional' it is apparent that no model can be regarded as inherently unproblematic. In this article, it is perhaps more useful to address each in terms of its relation to what Sharon Zukin terms the 'Symbolic Economy of the City'; "[the] intertwining of cultural symbols and entrepreneurial capital".4 Zukin has focused primarily on the development of 'place entrepreneurship' in New York City but her emphasis on the role of visual culture and artists in framing urban space is increasingly pertinent in the European context.

Zukin emphasises that the symbolic economy operates at several levels. Cities, she claims, have always manipulated "symbolic languages of inclusion and entitlement", a phrase which clearly takes on particular resonance within the Belfast context. She suggests however that modern cities also owe their existence to a more abstract economy devised by 'place entrepreneurs' and the related activities of a 'patrician class' whose "ability to deal with the symbols of growth yields 'real' results in real estate development, new businesses and jobs".5 Within the national and global market this symbolic economy speaks for and represents, the city.

The redevelopment of Belfast's Cathedral Quarter by Laganside Corporation, like the transformation of Dublin's Temple Bar, provides an almost text book example of such 'place entrepreneurship'. Laganside (according to the official website) aims to secure the regeneration of the city with the participation of local communities, and to develop a "positive international image of Belfast" leading to "increased investment, visitors and tourists".6 Plans for the Cathedral Quarter include "residential accommodation, cultural facilities, shops restaurants, bars and areas of open space". The recent Laganside-sponsored Fringe Festival 'Live in Cathedral Quarter' celebrated the corporation's role in the area's "cultural and artistic renaissance".7

Laganside's plans to redevelop the Cathedral Quarter may be linked to the fact that the area includes several 'alternative' exhibition spaces, such as Catalyst Arts, the Clear Spot Gallery and the Community Arts Forum. As yet however Laganside have no specific plans to build facilities for artists, focusing instead on the improvement of public space through the provision of 'street furniture'. In an examination of the gentrification of New York's Lower East Side, Rosalyn Deutsche and Cara Gendel Ryan emphasise the fact that the presence of 'pioneering' artists in an otherwise economically depressed area places it on the road to gentrification.8 Their work has highlighted the art world's crucial role in the displacement of blue-collar communities from the city. The regeneration of the Cathedral Quarter cannot be categorised in quite this way but the work of Deutsche and Ryan does expose a relationship between the artist, place entrepreneurship and the increasingly symbolic economy of the city.

Survey shows, such as 'Perspective,' also play a part in the symbolic economy, contributing to the promotion of the city as a cultural capital. 'Perspective '98', as I have already suggested, positions contemporary practice in relation to the 'world scene'. Hugh Mulholland, exhibition director of the Ormeau Baths, acknowledged the importance of the international panel in his introduction to the catalogue; "having an international panel travel to Belfast to select Perspective is crucial if the exhibition is to contribute to a wider debate around contemporary visual art".9 The international curators were thus over-valued specifically for their perspective as outsiders. In his catalogue essay Paul Hedge expresses the hope that 'Perspective' "may contribute to the discovery and assistance of many artists that turned [sic] out to be important on the world scene".10 He goes on to compare Belfast with other regions which are "in geography and character NOT LONDON".11 Dr. Slavka Sverakova, another selector, is even more 'cautious' in her definition of the regional context, acknowledging the "slippery character of the idea of a context".12

Overall 'Perspective '98' set out to celebrate variety; "a mix of work, which represents many of the ideas current within contemporary visual art practice". The curators set themselves the task of providing audiences with access to a broad spectrum of current art practice within the domain of the gallery. As Louise Dompierre states "many of the works that captured our imagination were intent on generating new, broader and perhaps easier dialogues between art and its audiences".13 According to Dompierre the 

curators "developed a non-linear narrative of forms, ideas and emotions".14 In practice however the exhibition format could be said to have encouraged a rather linear reading of the works on display. Many visitors followed the guidelines of the gallery handout, progressing from 'Gallery One' through to 'Gallery Four' in the correct order, reading the explanatory notes on each artwork.

Each of the numbered galleries appeared to display works which shared thematic or formal concerns. In some instances this was a successful strategy; encouraging the interplay of ideas and extra-textual references. Eamon O'Kane's digitally altered 'Wederland' cityscapes, Russell Hart's pseudo-documentary photograph entitled 'I want to believe but...' and Andrew Vickery's model 'Theatre' all worked particularly well together. Many of the works in this section of the gallery explored the relationships between memory, fantasy and narrative, often utilising photography. In this context the snapshot documentation of Fiona Larkin's prize-winning performance piece 'The Sand-Bagged Arse' seemed somewhat out of place. Dan Shipsides' 'The Stone Bridge', another performance piece, suffered from superfluous video documentation. Approaching the gallery as a hostile terrain, Shipsides climbed across one wall, leaving a series of footholds and scrapes marks, exploring the notion of the artist as 'pioneer' or ground-breaker.

Works displayed in 'Gallery Three' were more concerned with the language of the museum. Mary McIntyre's large scale photograph 'The Grand and the Mean' foregrounded framing as means of fixing cultural value. Prize-winner Blaise Drummond's 'Untitled History Paintings' utilised the techniques of fine art to explore the common territory shared by imperialism and cultural tourism. 'Thoughts and Second Thoughts' by Mark Dale consisted of a series of painted fragments contained within two sets of ornate moulding, inviting the viewer, according to the handout, "to actively engage with the work, making new compositions from the available sections". The critique of exhibitionary practices, evident in the work of Drummond, Dale and McIntyre, exposes the relationship between museum culture and the maintenance of class distinctions.

'Perspective '98' sought to display a full spectrum of contemporary art practice, within the gallery. The exhibition thus featured two installation pieces. Ruth Jones' 'On Mercury the Days are Longer than the Years', incorporated a drinking fountain and investigated biological rhythms. Susan Philipsz's atmospheric sound and light installation 'Alone is not Lonely', was positioned in the stairwell. Both pieces functioned effectively in their respective sites but the inclusion and the positioning of this work could be read as a attempt to incorporate 'site-specific' work within the domain of the survey show without any real degree of commitment to this type of art practice. Overall 'Perspective '98' succeeded in displaying diversity but the exhibition format tended to efface contradictions between the works rather than promote debate.

The 'Resonate' project, organised by Susan Philipsz and Eoghan McTigue under the title of 'Grassy Knoll Productions', featured a total of seven site-specific artworks at various locations throughout the city. The project, according to the press release, aimed "to raise questions relating to the profile of, and possible function for contemporary art beyond the gallery space, and ultimately to the role of the artist in the city". The brief for artists was simply to choose a functioning environment within the city and to make a piece of work in that context.15

In a discussion of several public art projects, including 'Resonate', Circa reviewer Aidan Dunne emphasised the usual problems associated with site-specificity; "weaving arts into the fabric of day-to-day life is a process fraught with problems... When you go into a gallery you know if it's in there it must be art but out in the wild, who knows?"16 Projects such as 'Resonate' often succeed in placing the issues of context and audience on the critical agenda for reviewers, simply through problematising access, despite the fact that these issues are sometimes side-stepped by the work.

Although the 'Resonate' organisers/ participants are mostly Belfast-based, there was an international dimension to the project. French curator Guy Tortosa, who has widely espoused this type of public art practice, was invited by the organisers to give a public talk during the Belfast Festival, Tortosa's speech, which centred on his experience of curating 'EV+A' in Limerick in 1996, explicitly promoted the regional or peripheral context as an appropriate site for experimentation by established international artists. Tortosa categorised the relationship between the 'provinces' and the mainstream as a process of 'exchange', thus problematising the construction of the peripheral as a 'pure' or 'alternative' space.

Careful choice of environment was arguably the key factor in the success of the project as many of the interventions were decidedly modest in scale. Graham Fagan's drawing of 'Belfast as World Garden', a rather child-like map of the city could easily have been mistaken for a school project. However its placement in the Victorian palmhouse at the Botanic Gardens linked the process of mapping with both imperialism and contemporary tourism.

Susan Philipsz's 'Filter', accapella versions of pop songs played over the sound system at Laganside Buscentre, was both evocative and eerie. Philipsz succeeded in creating a tension between those positioned as the audience for the piece as many of those listening to the 'Filter' were unable to determine its source. Mary McIntyre's mobile billboard piece 'Home', which toured the city, featured ambiguous domestic images. This work played with conventional definitions of private and public arena, and functioned as an antidote to the slick billboard images of Yoko Ono and David Byrne (displayed in Belfast during the Festival).

Karen Vaughn's 'Untitled' was a barely noticeable intervention, consisting of a grey painted band, painted at waist height on the facade of a building on Castle Street. This work (which drew attention to the subsidence of the building) hinted at the complex relationship between the artist and the city. The notion that cycles of decay, redevelopment and renewal are somehow 'natural' has been critiqued by several urban theorists, including Deutsche and Zukin.17 No one could mistake the destruction of sections of Belfast city centre, occurring at various points during the last thirty years, as a 'natural process' of urban decay. However the role that artists and artists' initiatives, even those which appear to function outside the 'mainstream', play in the re-imagining and re-presentation of the city, still requires critical interrogation.

The 'Resonate' project, incorporated into the Belfast Festival, formed part of a series of high-profile events designed to promote the city as a world-class cultural capital and several of the 'Resonate' sites were well-known tourist landmarks (such as the Botanic Gardens, Queens University and the Linenhall Library). 'Resonate' was thus ideally positioned to explore the re-construction of the city as tourist destination but, although the project placed the role of the artist in the city on the critical agenda, many of the works stopped short of addressing problematic issues, such as urban regeneration.

Cultural practices such as 'Perspective '98' and 'Resonate', although they appear to function as opposing paradigms, play a significant part in the re-presentation of the city. Several of the artists participating in both projects did attempt to investigate the workings of, and their place within, this process. It is apparent that both the site-specific project and the survey show provide opportunities for contextual art practices. Work which actively engages with the production of meaning, whether inside or outside the gallery, can contribute to a much-needed critical interrogation of the artist's role in the symbolic economy.
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