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Let’s have attitude rather than identity!
Sean Lynch in conversation with Mike Fitzpatrick

Fitzpatrick: Since your early years in art school, you’ve had an interest in issues of
place, architecture and social history. Tell me about your formative years, and how
your process of working came about?

Lynch: Initially, the idea of the physical environment was important to me. My father
owned a garage situated in the centre of a village, and it was a very busy space, a
lot of people arriving with problems with their cars, trucks and tractors, and leaving
later with appropriate solutions. It seemed like a place that functioned very well, a real
theatre of the social. When | moved to the city, | wanted to activate specific places
in a similar way, to generate energy there. This resulted in temporary installations, either
in streets or in galleries. Such artworks often used architectural form or ideas of
social interaction as a catalyst to further understand or critique their site. | then
began to think a lot about the stories | would hear when researching or installing
projects. | started to see my uncovering of information about a place as a way of
relating my practice to site instead. The subplot, the hidden history, became relevant,
as a way of seeing the world.

How do you consider your practice in terms of this idea of the subplot?

Some scenarios can be told and described so many times; a story begins to narrow
down to a particular narrative and content. | am interested in loose ends of stories,
the footnotes that tend to get lost, and how to mediate their presence through
shining a spotlight on them. What | find is often a peripheral story to a main event.

This approach developed when | studied architectural history for two years. During
this time Mies Van Der Rohe became someone of great interest for me. | travelled to
New York, to see the Seagram Building he designed, located on Park Avenue. |
spent several days at the plaza of the building, understanding how the space was
utilised and how people passed through it. This resulted in a series of photographs,
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showing office workers of the Seagram smoking cigarettes outside. Of course, in the
modernist tradition that the Seagram is part of, one could smoke anywhere in the
building, but now, through a social and cultural shift, the building could no longer
facilitate this activity. | thought this situation, however incidental, had a resonance when
compared to those famous images of Van Der Rohe smoking cigars at the Arts
Club in Chicago. Such links between the architect and the everydayness of their
manifestations effectively set up a structure for my work at the time. Gradually, |
began to think that this approach of connecting the tangential concerns of site
together could be applied to many different situations.

How do you respond to Ireland’s current status as an economic success story?

It gives me a larger playground of possibilities. | like to focus on a marginalia, the
incidental events of progress, and there seems to be more leftovers around with
this accelerated economic growth. My work acts as a kind of framing device for such
castaways. A good example is the video ‘Latoon’. It tells the story of a whitethorn
bush, renowned for its supernatural qualities, that was saved from destruction by
folklorist and storyteller Eddie Lenihan. The bush was in the path of a large road
scheme that would steamroll over it in 1999. Eddie is driven by poetic intent, and the
bush’s site reminded me of a place that might inspire the deadpan poetics of entropy
that Robert Smithson might enthuse about. An aim in life must be to dwell poetically,
so | believe that these scenarios still have a great importance to the public arena
today.

Where you place your work seems almost in the realm of the immaterial, floating
between ideas of the contemporary and historical.

Many of my projects revolve around this duality. The notion of collapsing time is
important to me, to see how a meaningful reinvention might occur through such an
action. This is very evident in the Irish House project, where a building built in 1870,
demolished in 1968, becomes an artwork in a gallery in 2007.

Such ideas are part of an extended narrative structure that concerns me. This was
fine-tuned somewhat when in college in Frankfurt. There | felt that | should try to
take a subject and charge it so full of content, it almost collapses upon a previous
understanding of it. This is dependent on ideas of time and process, of narrative
and enactment, of experience, memory and allusion. A lot of circumstance, you might



say! While | don’t give any definitive explanations, | also don’t want to be a reductionist.
I like to stress the complexity of situations, and trust an audience with a lot of content.
Can you further describe the Irish House project, how it came through in your work?

| found the facade of this building, in pieces, in a warehouse in suburban Dublin. As a
noted piece of Celtic Revival architecture, it stood on the quays in Dublin until 1968, when
Dublin Corporation tore it down to make way for their Civic Offices on Wood Quay.
Afterwards, the remnants of Viking Dublin were found beneath this site, and promptly
concreted over. Since then, the salvaged facade has had an itinerant existence, being
moved from storage warehouse to storage warehouse in the city, as a piece of ‘auld’
Dublin made obsolete by the modernisation of urbanity. As a sign of the cyclical nature
of such progress, the depot it currently resides in will itself be demolished in the near
future, leaving the facade without a home.

Its’ presence in the gallery, with some sections of the facade, archival images and
documents, exists as a kind of sounding or essay of the situation in question, a partial
history. Essentially it deals with matters that belong to the bureaucratic operations of
the heritage sector, considered through the gaze of contemporary art. For me, the
dissonance between these areas is an important part of the presentation.

| am interested in shaping an activism towards historical situations. This aim has another
kind of duality that is engaging to me: to critically examine what has occurred, while
also trying to influence what will happen to this facade when it leaves the gallery at the end
of the show. As much as there is a gallery presentation for the Irish House, there is also
an extended form where it must exist in some way in the ‘real’ world, outside the gallery
space.

For me this is very exciting, | am always concerned about the notion of the artist consumed
with a sense of agency, and the difficulty of artistic practice to be at the forefront of social
change. Maybe this can’t happen, but art can affect the way that we see things.

Yes, it is important to revitalize involvement. We need to begin to make decisions about
how and why we might make a difference.

The act of choosing your subject matter is somewhat arbitrary, aimost dislocated in
their origins. You reach out and grab these events, notions, and happenings and
revitalize them.

Erin Weeping Upon her Stringless Harp
From the Irish House



If you commit to having a research-based practice, you will inevitably end up roaming,
googling and hyperlinking to a multitude of sources. Sometimes | pick things up, and
it is only years later they seem to come around as a viable subject matter. If my
selections seem arbitrary, it's because | don’t want to construct some kind of artistic
identity for myself, that of ‘this artist deals with x, y and z.” Such thinking merely
stunts a realisation of an eclectic libertarianism that, as cultural producers, we can all
enjoy. Let’s have attitude rather than identity!

However, there are criteria: | deviate to objects or moments that the process of
culture has neglected or doesn’t know how to use, as part of its communally defined
glue-job. | expose situations that initially seem localized, but are often quite generic,
as they occur in many places, in different guises: be it a day in the life of an artist, a
vandalised statue, or a triumphant homecoming. Of course, it is the intricacies of each
case that makes a narrative more nuanced.

| enjoy the amount of freedom in this thinking; it seems easy to stay clear of being
formulaic in terms of practice. Also, | like having the opportunity to choose certain
‘unfashionable’ sources to work with!

In a recent lecture in Dublin, you spoke of Eurovision song contest winner Dana, a
figure of innocence and harmony, returning to the chaos of the wartorn Bogside of
Derry in 1970.

| was not born at the time, but | enjoy how people describe their memories of her
Eurovision win to me. It seemed like a significant piece of cultural history. While the
Eurovision is considered a kitsch occurrence, its’ origins as a post-war attempt to have
Europe sing in harmony seems to have a kind of genuine sincerity when collapsed onto
the Troubles in Derry. The distillation of image and text in the gallery functions as a way
to anchor all this together. There is a certain irony with Dana. Everyone loves a
singer, but she then went on in the 1990s to become a politican, a right-wing Christian
fundamentalist, the kind of figure that liberals like us might love to hate.

But with such artworks you push the memory aspect out front?
Yes, but it is not about some kind of hazy recollection. | would rather think of

someone like Richard Kearney or Walter Benjamin, in particular Benjamin’s subtle
notion of ‘revolutionary nostalgia’, an active remembering that critically reinterprets

idiosyncratic or forgotten pockets of history. | think the analogy of yesterday’s
newspaper is a good one. Itis just past, still close at hand, easy to find again and
reassess from the vantage point of today.

| also enjoy the idea that when a person remembers something, they are only
remembering the last time that they remembered it, that they are, in effect,
remembering a memory. This calls the validity of original experience into question,
and suggests that memory functions less as an instrument with which to explore the
past and more like a theatre in which we might restage past events here and now.

How does this ‘new’ nostalgia operate in the theory of aesthetics?

For many years, this has occurred in music, where an old song is remixed, and it
becomes a hit again. | like to think that this is how my own practice sometimes
works. | have to trust and rely on the space of the gallery, that my research and
mediation of topics can come to fruition as a display there. It becomes the essential
context for these echoes and feedback of history to occur.

| am far from purist about understanding how these activities might be construed. By
reinventing these histories, they become part of a culture that operates on a basis of
consumption. The public gallery, as with the shopfront, is now a place where a
product is accessed and then consumed; this is the only option in advanced
capitalism. Marx wrote; ‘a dress becomes really a dress by being worn, a house which
is uninhabited is indeed not really a house.” Hence, a history only becomes a history
by being articulated. Itis in this process, the engagement with an audience, where
| hope the layers of content in each artwork might be integral. They might function
as something more than a mere surface value, avoiding a fall into the black hole of
consumption.

You are plugged into the grammar of your environment, and most of your work
centres in some way on Ireland. You now live in Frankfurt, so how do you translate
your art practice. What are the strata of this engagement, with the environment, the
local, the vernacular, whatever way you find it?

It’s a basic operation: just keep moving, spread a practice out laterally and see what
comes back to you. And the more that comes back to you, the more you can move
on in certain directions, or go down different avenues. It is not just a case of a
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research project, but of finding different experiences and one-off encounters that
can inform you. Kenneth White’s writings on geopoetics are important to me. He
writes at length about traversing a terrain, both physical and cultural, and by self-
consciously doing this, you will very directly evoke what is there. | think a lot about
the representative values of this stance, especially in relation to the dialogue between
the centre and the periphery, the grand narrative and its everyday reality. In this
regard, | think there are chances to continuously pursue, bargain and improvise with
the many meanings of the public sphere.

| believe you have been keeping your eye on the ball in relation to the Bill Clinton
golfing-playing statue located in the seaside town of Ballybunion, not far from here.
For a world leader it's a strangely humble artistic effort, more local than global in
terms of place and politics, surely an example of the iconography of the particular Irish
relationship with a series of US presidents?

Yes, my project was to recover part of the statue that was stolen in recent years. It
is really an artwork that exists as an excuse to tell a good story! A trip to Ireland in
September 1998 was Clinton’s first visit abroad since the Monica Lewinsky scandal.
In Ballybunion, the secret service made a local hair salon take down their shopfront
sign, which said ‘Monica’s’, before Clinton arrived, hence denying a quite large
contingent of travelling international press a possible photo opportunity. He then
played some golf at the local course, a scene depicted by a larger-than-lifesize
sculpture of him in the town. | understand that it is the only statue of Clinton in the
world, since the American senate have not yet figured out how to depict him. Clinton
has subsequently revisited the statue several times, taking further golfing holidays in
Ireland after his presidency lapsed. There is some kind of logic to have a statue of
an American president there, for rumour has it that if you stand on the cliffs at
Ballybunion and stare across the Atlantic for long enough, you will see the United
States, as it’s the next parish to the west! This legacy of US presidents visiting
Ireland is well documented, with the likes of JFK and Reagan tracing their Irish roots.
In Ballyporeen, where Reagan traced his family to, an entrepreneurial act after his visit
there in 1984 saw sections of soil of the parish exported to America, where they
were sold to avid Reaganites.

You have recalled Joseph Beuys, and a trip he made to Ireland in 1974.

It was one of several visits he made here. He gave a presentation in the Carnegie

Bill Clinton in Ballybunion, September 1998
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Museum, now Limerick City Gallery. In Beuysian literature it is claimed that only
two nuns and a passer-by attended the talk. However, a healthy crowd actually
attended. It has also been suggested that no nuns were present, for they would not
have been let out so late in the evening. A blackboard for Beuys to draw on could
not be located in Limerick, so he had to draw on a tabletop. The following morning
cleaners came in, tipped the table back on its legs, and polished off his drawings. Of
course, all these stories feed directly back into the mythmaking of Beuys’ practice,
and his presence in Limerick seems vaguely exotic, even now. On another level, it
was important to speak to Oliver Dowling who organized the event, and his memories
of spending three days driving Beuys around Ireland. He recalled Beuys as a very
gracious man, and described his day-to-day sincerity at being here.

Beuys thought of Ireland as a rugged terrain on the edge of Europe. Whereas in one
way his work deals with this periphery, he paradoxically observes to Caroline Tisdall
about Limerick that ‘Fame in the art world only extends so far!’ | recall seeing a film
of his, where he visits the Giants Causeway in Antrim, then the scene cuts to the
streets of Belfast, where he was trying to bring his social sculpture, his working
process to a group of women there, who more or less told him to go get lost. His logic
meant little to their lives at that moment and place. It was a wonderful vignette of two
forms of life colliding.

Yes, of course ideas of art and its social integration are always very interesting.
Cultural production has its own internal ways of working, often a lot different than social
realities. This is why Beuys is such a fascinating character. Here in Limerick he
discussed art schools of the mind. | understand that his ideas were not wholeheartedly
accepted by those who attended the event from the local art school, a conservative
entity at the time.

You relish these findings and when you exhibit them you don’t tend to process them
beyond a kind of presenting or display, your aesthetic seems to be the longer
engagement, that of the unearthing of these potent, open topics.

It is often about taking something out of one scenario and placing it into another, and
| want to be light handed with such an approach. However, the artistic gesture on
my part is not merely that of a found object, but | am concerned with the relevance
of labour, how to work in relation to these topics to make them more real than just the
surface value of an artist’s gaze in relation to what he or she might find. While | like

the idea of ‘getting inside’ topics, | don’t have a real ideological desire to stamp any
personal assumption onto what | find. |just like to work hard, move from one thing
to another, leave some kind of trail that might be of value to an audience.

In my role as director of the gallery here, one of the most liberating images | have seen
is a photographic print from the Lawrence Collection that is incorporated into this
exhibition. It features the site of the gallery building and the park that surrounds it,
but with no gallery present. The image was taken before the building’s construction
in 1906. This created a place in my mind where | realised that the gallery is but
imposed onto the world.

Yes, these kinds of gaps are important, as a way of locating oneself in some way. To
imagine a gradual reshuffling of such cultural artefacts as the Lawrence Collection print
is at the centre of my thoughts. Surely every story about the past can be a story about
the present. But | wonder if the gallery will be here in one hundred years time!

Mike Fitzpatrick, both curator and artist, is currently the Director / Curator of Limerick City
Gallery of Art and is the Commissioner of the Irish Pavilion for the Venice Biennale 2007.

Lawrence Photographic Collection, catalogue number 2697WL
Detailing the site of Limerick City Gallery of Art, c.1900
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Dear JJ, | read with interest...

1986 - 2006

A page from the Irish Times, 26 April 1986
3 colour photographs
Letter

Published posthumously in 1967, Flann O’Brien’s The Third Policeman presents
several surreal plots. Featured is an eccentric scientist who can prove the world is
sausage-shaped, a version of hell that seems remarkably like the Irish midlands,
and a visit to an underground control station that turns out to be the location of
eternity. Flann also describes the atomic theory, where prolonged physical contact
between man and his physical surroundings result in a kind of atom exchange. This
results in a bond between man and bicycle, and the development of a close
metaphysical and sometimes erotic relationship. The local police force attempts to
keep this phenomenon under control.

A monument to the book, located on the summit of Carauntoohill, Ireland’s highest
mountain, was reported in 1986.
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Oenr J.J.,

I read with interest your correspondence to the Irish Times of
April 24, 1986, describing a disappeared mommant to Flann O'Brien's

Tha Third Policaman, upon the sumit of Carauntoohill.

Gone friends and I recently ascended thore, lntanding to Cind the
bigyelem, post and menocial plague your letter detailed. Despite
spending an entire day searching vigorously through miat snd fog
around The paapk, we falled to recover mny of these objects.

Ry undergtanding ean local folklapa e the sopument's renmains ace
etill pressent on the mountain, having fallen into one of mevaral

steep revines closs to the Heaven's dete approach to the susmAit,

Who copnceived this eccentric tribute, or the nature of its removal,

is atill a mystery.

Yours sinoerely,

Sean Lynch
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Dublin Airport.

Monday, March 23, 1970.

Approximately 5pm.

2006

4 found images, digitally restored

Accompanying text compiled from newspaper articles
of the time

The Irish Times reporter wrote that the crowd acted as
a shoving, pushing, charging melee, despite all the best
efforts of Aer Lingus public relations officer Captain Jack
Miller. As press cards were being checked by the nine
police officers present, a female journalist angrily
complained that a security guard had manhandled her.
When the plane arrived from Amsterdam, Miller
unsuccessfully attempted to forbade the press
contingent present from running out of the terminal
building onto the tarmac.

18-year-old Rosemary Brown (also known as Dana)
was last out of the plane, behind her mother Susan
Brown and her grandmother Ellen Sheerin. At this stage,
the much-publicized Operation Dana broke down into
chaos. The Press, along with friends and family of the
arriving party, made their way forward to hear Dana,
wearing a fur-trimmed green leather coat, sing her
winning Eurovision song accompanied by an accordion
player. The banner ‘Thanks Dana, We Love You’ was the
handiwork of employees of Irish Factors, who distributed
Rex Records, the label Dana recorded for.

She was met by PJ Burke, chairman of Dublin County
Council, who escorted her into the terminal. Dana
gracefully acknowledged the plaudits of people, most of
them little girls who had lined the viewing balcony above,
from where these photographs were taken. The Irish
Times estimated the crowd on the balcony to be
hundreds; the Evening Herald suggested it was more like
several thousand.

She was then hustled through the hall and disappeared
into the VIP lounge with dignitaries that included singer
Sean Dunphy, who was second in the 1967 Eurovision
Song Contest in Vienna, and Michael Garvey, head of
programming at RTE television. Garvey carried in a
bouquet of flowers, presumably intended for Dana.

Outside, Derry Lindsey, of Ballymun, complained bitterly
that he and fellow songwriter Jackie Smith had been
ignored throughout the song contest, and that all the
publicity had gone to Dana. He said ‘I know she did a
really good job on it, but as far as | can see, every
attempt has been made by everybody, especially her
manager, to keep us out of the picture.’

Captain Miller announced there would be a press
conference. He shouted to the miling throng of reporters
‘Why the devil can’t you be quiet, we will have to get
tough, put security men on and put everyone out.” An
RTE spokesman said he would be entertaining 300
people next year when the Eurovision would be held in
Dublin. When asked how much this would cost the
Irish people, he did not reply. Suddenly Dana reappeared
amid warning that she must take off in 60 seconds.
She signed some autographs. If she made a statement,
it was not audible. She then left for Derry.

This was Dana’s 50-minute stay in Dublin, before flying
to the RAF base at Ballykelly near Derry. The brevity of
her stay was due to Aer Lingus’ fixed timeframe. Their
Boeing 737 needed to get to and leave the base before
dark, since international regulations of the time stipulated
that passenger airlines using a military airfield must land
and take off in daylight hours.
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In Ballykelly, the evening continued. In response to the
demands of about 200 people on the tarmac Dana
agreed to once again sing All Kinds Of Everything. It
was almost theatrically fitting that she forgot the words
halfway through before weeping briefly to tremendous
clapping. Overhead two birds, as if attracted by the
sweet sounds soaring towards them, wheeled and
dipped as if in admiration. She had to then sign an
autograph for the daughter of the base squadron leader
before being allowed through customs. Robert Brown,
Dana’s jubilant father, meet her at the airport. He had
successfully bet £10, at odds of 10 to 1, that his
daughter would win. Her motorcade of about 20
vehicles then left the RAF base. Along the 15-mile
stretch of road to Derry, people greeted her hysterically.
On several occasions crowds mobbed around the car
and brought it to a halt.

In Derry, a crowd of over 5,000 people welcomed her as
she approached the Guildhall. It took more than a dozen
members of the British army to clear a path for her to
walk into the building, where she was meet by local
dignitaries. A most notable speech came from The
Most Reverent Doctor Farren, Bishop of Derry, who
said, ‘I hope that this great success will do one thing —
unite all our people. | hope that the trouble that we all
dislike will cease and harmony will not only prevail in
singing but in the ordinary day’s work in Derry City.’
Outside, hundreds on the street attempted to gatecrash
the event, but were held back by army soldiers guarding
the steel-gated entrance to the building.

After the civic reception, Dana went to her home in a
seven-storey block of flats in the Bogside, where a
crowd estimated at 6,000 had gathered. Troops
removed the wire barrier at Butcher Gate at 9.45pm
and five minutes later Dana’s car drove through. A
spontaneously organized ‘welcome home’ committee
greeted Dana, and Miss Kate Norris, one of the oldest
residents in the flats, presented her with a bouquet of
flowers. Each home was decorated with a photograph
of Dana and gaily-coloured bunting hung from the railings
of each balcony of the multi-story flats. Dana then
appeared at her fifth floor window and said, ‘I wish |
could come down and give every single one of you a
big hug.” She then sang unaccompanied once more.
When her song was finished there was prolonged
applause and the crowd went home humming and
singing strains of a familiar tune. A group of around
100 teenagers then moved from the Bogside towards
the city centre, where some bottle and stone-throwing
resulted in several arrests and clashes with troops until
about 2am.
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Bill Clinton

2007

Colour photograph
Wall text
Section of bronze statue, in a secure glass case

Bill Clinton, as part of a presidential tour of Ireland, visited Ballybunion in September
1998. He enjoyed an afternoon playing at the village’s golf course beside the Atlantic
Ocean.

Surrounded by tight security, Clinton also walked through the streets to meet well-
wishers and to admire a statue depicting him playing golf. Sculptor Sean MacCarthy
based his study of Clinton’s physique on newspaper photographs. Placed in front
of the local police station, the statue has become a popular tourist attraction in the
region.

‘One of the president's balls is missing!” blared a newspaper headline in August
2005. A bronze golf ball was removed from the statue. A police spokesman stated:
‘Whoever stole the ball would have used a tool of some sort to remove it, and may
have taken it under cover of darkness.’

The ball was recently recovered.
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The Irish House

1870 - 2007

Sections of the facade
Archival documents

The Irish House was built in 1870 at the corner of Winetavern Street and Wood
Quay in Dublin, and became a popular public house and well-known piece of Celtic
Revival architecture.

Embellished by local stuccodores Burnet and Comerford, the building’s facade
represented iconographical scenes from Irish history and myth. A figure of Erin wept
forlorn upon her stringless harp, beside her Daniel O’Connell stood proudly clutching
the Catholic Emancipation Act of 1829. Wolfhounds, ‘methers’, the ancient drinking
cup of the Irish, the Stone of Destiny, Henry Grattan and a seventeen figure frieze
depicting the Act of Union of 1800 all featured. Round towers surmounted the
building and projected into the city’s skyline. This exaggerated ornament was typical
of much Celtic Revival architecture, where popular Irish symbolism of the time was
used in a most exuberant fashion to promote nationalist impulses amongst the
populace.

Criticism of the building was harsh. The Irish Builder, June 1 1870 commented
"...the genius who designed the unsightly structure now in process of erection at the
corner of Winetavern Street on the quays (which we understand is intended as a gin
palace), having no scope in the sub-structure, directed his entire attention to the
super. We were for a considerable time puzzled to discover what its skyline was
intended to represent, but plasterers have been busily engaged up it for the past few
weeks, and they have brought into view, by plentiful application of Portland cement,
six ludicrous imitations of round towers perched upon its parapet.”

The building was used as a backdrop for Joe Strick’s film adaption of Ulysses in
1965. While Joyce’s Leopold Bloom had his snack at Davy Byrnes on Duke St,
Strick moved the scene to the Irish House, where Milo O’Shea played Bloom. Racist
taunts aimed at Bloom from midday drinkers resulted in a scene outside the facade.

A site acquisition order was announced, with Dublin Corporation making room for their
Civic Offices at Wood Quay. Lord Moyne, then vice-chairman of the Guinness
Brewery, negotiated and financed a project to salvage the exterior of the Irish House.
In July 1968 scaffolding went up and plaster casts of the stucco panels were made
in situ. All embellishments were then removed and transported to a warehouse at the
Guinness Hopstore. The initial plan at the Guinness Brewery Museum was to see the
remnants of the building presented in an Elgin Marbles-like display, a plan that was
never realised. The facade continued to sit in storage awaiting a platform to return
to the public arena. Meanwhile, back at Wood Quay, the remains of Viking Dublin were
being unearthed, examined and promptly concreted over.
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THE CHIEF ENGINEER

17th May 1]

M3y
E«RSHEA/ DAH/ VRC

Q'MEARA'S IRISH HOUSE

I have just heen informed that this public housa
has now been taken over by the Corporation and in a
patter of weeks a= opposed to months, they propose to
demalish it, they have asked if we are still interssted
in the figures, ete. on this house.

I ghould be glad if you will obtain ipstructions
a8 to what action we should take, bearing in mind that
it could cost several thousand pounds to succesafully
remove all the panels and do we know what we are going
to do with them when they are removed.

"'_*:,_;:D

D, h. Hoghen

b o, of=

,&.‘. Ll J-? p 6;

With the transformation of the Guinness Hopstore into the Guinness Digital Hub
Centre, much of their collection was dispersed. It was feared that the facade would
be purchased privately. Protracted negotiations throughout 2002 and 2003 saw
the facade being donated to the Dublin Civic Trust. The hope on this occasion was
that the Irish House might be re-erected as the centrepiece of a newly designated City
of Dublin Museum. However this scheme, and the government’s promise of such a
museum, remains unfulfilled. A warehouse in suburban Dublin where the facade is
now stored will be demolished and the site sold off in the near future, once more
leaving the Irish House without a home.

As the Irish economy continues to boom, mainly due to the construction industry, an
incredibly apparent friction between notions of heritage and capitalist growth pervades
Irish cities today. As the re-building of urban centres continues, there is little
infrastructure in place to care for and distinguish what is worth preserving. Dublin Civic
Trust, owners of the Irish House, aim at the renewal, cultural enhancement and
maintenance of the historic fabric of the city, yet they receive no state funding to
carry out any of their aims.
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Erin Weeping on her Stringless Harp
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Daniel O’Connell
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Latoon 3,

2006

DVD
8 minutes 30 seconds

In 1999, folklorist and storyteller Eddie g TR
Lenihan campaigned to save a whitethorn - e : | l
bush from being destroyed, by the —
construction of a €90 million road scheme in |

Latoon, County Clare. ' . L 8 - : Ty

Lenihan claimed that the bush is an
important meeting place for supernatural
forces of the region, and warned that its
destruction would result in death and great
misfortune for motorists travelling on the
proposed new road. Clare County Council,
acting on his advice, eventually changed the
direction of the road away from the bush.

In 2006, Lenihan agreed to further explain
the significance of the bush. As we arrived
at Latoon, we encountered the construction
of another road nearby, and the bush once
more seems to be in danger...
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Finding Richard Long

2006

ITONIL O e lsOEE aR&R ILARMES

WICET COsLr OF il kD

3 pages torn out of a Richard Long catalogue
2 colour photographs

On the remote eastern tip of Inishmore Island, Long’s sculpture was located.
The majority of the stones have now fallen.
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A Circle in Ireland was found close to Doolin Pier. Visitors to the site have seemingly repaired
any deterioriation to Long’s sculpture by continually adding further stones.
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J. Hodkinson and Sons,
Ecclesiastical Decorators,
54 Henry Street, Limerick.

The family-run firm have decorated church interiors
throughout Ireland since 1852.

2007

Installation in the Permanent Collection

Colour photograph

Wall drawing devised and executed by Randel Hodkinson

Selection of drawings and documents from the business’ archive in display cases

For the memory of Aubrey Hodkinson




Workshop interior, 2006

Carlow Cathedral, 1952

Harry Clarke murals present were removed in the 1970s
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Beuys (still a discussion)

2007

Photograph

A4 wall panel, emails

Reconstruction of Beuys’ Irish Energies

Original signage of Carnegie Free Library and Museum rearranged to spell ‘Beuys’.

‘Lecture at Carnegie Free Library and Museum, Limerick

Audience: two nuns and a passer-by. Blackboard erased by porter on completion.
Beuys said to me: ‘Why have you dragged me off to the ends of the earth?’ Fame
in the art world only extends so far!’

Caroline Tisdall, Joseph Beuys: We Go This Way, London 1988, p.88.

Pictured: Joseph Beuys outside the Carnegie Free Library and Museum, now Limerick City Gallery
of Art, in September 1974. Tisdall, art critic for the Guardian newspaper, took the photograph.
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hi Sean and thanks for your e-mail.

I was Exhibitions Oficer at the Arts Council fromlate 60s
tomd 70s. It was a curatorial position and | organi sed
exhibitions in Dublin and tours around the country. It was a
very different time and little noney at a |ocal |evel for
exhi bi tions.

| becanme aware that the exhibition 'A Secret Bl ock for a
Secret Person' by Joseph Beuys was about to be exhibited at
the Museumof Mbdern Art, kford; N chol as Serota was
director there. | asked if there was a possibility of it
conmng to Dublin — N ck Serota passed ny request directly to
Joseph Beuys and Caroline Tisdall who were in California at
the tine. | got a phone call from Caroline sayi ng Joseph
Beuys woul d be delighted for the exhibition to come to Dublin
as he had always wanted to visit Ireland believing it to be a

| ast outpost of civilization - as you know he al so had a great

interest in Janmes Joyce - she al so said he had now decided to
call the exhibition'A Secret Block for a Secret Person in
Ireland'. To cut a long story short | approached the Arts
Council of Northern Ireland and asked if they woul d be
partners and share costs and house the exhibition in Belfast
and that happened.

An Arts Council funded and organi sed exhi bition was shown at
the Municipal Gallery of Mddern Art on Parnell Square,
Dublin, nowthe Hugh Lane. Unfortunately it was not possible
to bring the exhibition el sewhere because of its size. Since
Joseph Beuys hinself was to be here | asked himif he woul d
give talks in Dublin, Cork and Linerick. He said he never
gave tal ks but woul d be happy to have di scussi ons, so that

was what was arranged. He asked for at |east two freestanding
bl ackboards for each discussion. W managed with great
difficulty to find 3 for Dublin as it was just at the tine
when wal | bl ackboards were bei ng introduced. As you know t he
Muni ci pal Gallery in Limerick was the host venue and M ss
Lani gan the Librarian/Qurator agreed - a M Andrews was
assistant in the gallery. However, when we arrived we

di scovered they could not find any bl ackboards. It was
eventual |y agreed that a | arge bl ack tabl e present coul d be
turned on its side and Beuys used it to illustrate his
"discussion'. It worked well. Beuys usually left his

bl ackboards with the gallery, but this table had to be
cleaned as it was needed for practical purposes in the

gal lery next day! It was never intended that the table used
woul d be kept as an artwork.

Anyway, | renenber a successful and lively evening. M/
recollectionis that it was respectably attended and | coul d
never understand Caroline Tisdall and her claim Linmerick at
that tine had a very lively group of artists trying very hard
to enliven the scene - and they attended everything | ever
organi sed there and in fact eventual |y set up EV+A

It mght be worth your while | ooking up the Joseph Beuys file
at the Arts Council - | can't renmenber how good | was at
filing information |ike attendances etc.!

Wth all good w shes

Aiver Dowing
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Reconstruction of Irish Energies
Peat briquettes, butter
Original made in 1974 and subsequently exhibited at Rosc '77, Dublin
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hi Sean,

That's all very interesting - Joseph Beuys was an extraordi nary
gracious man and at all tines he expressed delight to be in
Ireland. Having driven himfromDublin to Linerick, then to Cork
and back to Dublin it was a pretty intense 3 days but enjoyable
and | never heard himconplain - what he said to Caroline in
private of course is another thing but it does surprise ne. As |
said the first approach and phone call fromCalifornia changing
the name of the exhibition because it was coning to Irel and was
al so expressed in the fact he referred to ne as 'M Ireland -
I've never told anyone that but | say it now as an indication of
his feelings, generosity and |ightness at being here.

On leaving Dublin he asked ne to stop and he went into a shop and
cane out with 2 bales of briquettes and sone packets of butter
which were carried into his hotel in Linerick and then back to ny
car next norning and into his hotel in Cork and then back to the
car the next norning. The first peat and butter scul ptures were
nade in ny car on the journey fromGCork back to Dublin and he was
delighted with hinsel f - he had obvi ously been experinenting in
his hotel roons. He inscribed 2 of themto ne.

There were no bl ackboards in Linerick and the fact that a table
was turned on its side was a matter of arusenent - you have to be
anused and | suppose it does indicate a parochialism- although I
was not at all pleased at the tinme as the organi ser of the whol e
thing - it was in Cork at the Oawford Art Gallery where

bl ackboards were used and where they were erased afterwards.

The ' discussions' were lively events and especially in Dublin
where there was a huge attendance and many peopl e i ncl udi ng sone
artists were very angry with him but that's another story.

Wth all good wi shes

aiver

Jim Nolan of Caherdavin, Limerick, re-making Irish Energies during his lunch break.
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Dear JJ, | read with interest....

(assorted footnotes)

1971 - 2006

Dear JJ, | read with interest... was first exhibited at Ritter and Staiff, Frankfurt in
2006. On the opening day of the exhibition, a letter was posted to JJ Toomey of
Bishopstown, Cork, detailing the attempted recovery of the Flann O’Brien monument
on Carauntoohill. Three weeks later, on the last day of the exhibition, he replied.

He detailed several other responses sent to him. Two different parties claimed to have
lifted bicycles up Carauntoohill in 1983. Photographs taken by Sabine Schmidt of
Hattenheim, Germany, detail her friend Jonathon carrying the bicycle up the Devil’s
Ladder ravine and installing the monument at the summit. This occurred sometime
in 1983. Accounts also exist from Michael Kellett of Raheny of an unnamed couple
from the English Midlands purchasing a bicycle at the base of the mountain in
Killorglin for £15, and installing it on Friday May 23, 1983, but no photodocumentation
of this has yet been located. Despite both parties claiming authorship of the
monument, there is still no clear explanation as to why or how it was destroyed.

Similarly, in May 2006, conservationists cleaning up the top of Ben Nevis found a piano
on the top of the mountain. Kenny Campbell, a woodcutter from the Scottish
Highlands, came forward to explain how he carried a 226-pound instrument alone
up the summit of Britain’s highest mountain, in 1971. It took him four days. He
strapped the piano to his back with seat belts. When he got to the summit, he
played Scotland the Brave on the piano while a group of Norwegian climbers danced
along. He also claims to have brought a plough and a beer barrel on separate
occasions to the summit, although both claims are currently unsubstantiated.

Incidentally, Joseph Beuys received a copy of the Flann O’Brien’s Third Policeman from
Irish art critic Dorothy Walker while making one of several trips to Ireland in the
1970s. The book subsequently influenced performances he made at Documenta in
1982, and in his final performance work, in Naples in 1985, entitled, ‘Is it about a
bicycle?’ a direct quote from the book.
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Towards A Little (Historical) Alchemy

Gemma Tipton

A bronze golf ball is stolen from a statue of Bill Clinton (playing golf, naturally), which
has been sited in Ballybunion; it is the only statue of the former American President
in the world. A letter to the Irish Times describes how someone has climbed
Carrauntoohill, the highest peak in Ireland, and erected a bicycle on top of a pole to
commemorate Flann O’Brien’s Third Policeman; more than one person claims to
have put it there. In County Clare, a folklorist successfully campaigns to have a
motorway rerouted so as not to disturb a bush, under which fairies are said to gather
before they go into battle. In Dublin a statue of Erin, weeping over her stringless harp,
taken from a now demolished pub, is soon to be homeless again; the warehouse in
which she languishes is also to be destroyed in the name of progress. Dana returns
to Ireland after her Eurovision win and celebrations in her native Derry turn to rioting
in the Bogside. Joseph Beuys comes to Limerick, but investigations show the ‘official’
description of his talk that night to be highly inaccurate.

These disparate stories make up Sean Lynch’s territory, where history and myth
meet, and fresh meaning comes from a different way of looking. But what are
Lynch’s artistic investigations doing with these objects and images? What is he
doing to history, to the gallery in which we see his work, and what is he doing,
ultimately, to those who have come to view his eclectic selections?

Within the art gallery or museum, history is usually confined to a dull study of artistic
periods; that rather joyless categorisation of one movement relentlessly and inevitably
following the other until after Modernism, when all those tidy sequences would at last
fall apart; leaving us to realise that perhaps those earlier sequences hadn’t really
been as neat as they’d told us.t Either that or, reaching back, it requires us to read
stories from didactic panels, informing us of the official facts behind the images, the
scenes and people we are gazing upon. From this perspective it is difficult to
disagree with Aristotle’s observation that poetry is "a higher thing than history",
because "poetry tends to express the universal, history the particular."2 The

particularities of history seem bent on telling us one story, a single sequential narrative
that puts everything in its place, and in that sense, history might seem a rather flat thing
to do. That, however, depends on how you look at it...

For Lynch, history is not some past thing, not simply a repository of stories to support
the accepted view of ‘how things are’. For Lynch, history is something more potentially
revolutionary as he opens it up to different tellings, other angles; retrieving fresh
stories from the margins, bits and pieces left behind by the forceful sweep of the central
narrative. His historical investigations create a sort of chain reaction, whereby we
realise that the way things are is not necessarily the way they have to be.

Take the story of Joseph Beuys’ trip to Limerick in 1974. Beuys made several visits
to Ireland in the 1970s, and the country became an influence in his work. He talked,
at one point, of establishing his Free University at the then-abandoned former Royal
Hospital at Kilmainham, now the Irish Museum of Modern Art. Caroline Tisdall who
was art critic for The Guardian at the time, accompanied Beuys on his lecture tour
and later published a book on the artist’s travels. She described the Limerick visit thus:

Lecture at Carnegie Free Library and Museum, Limerick

Audience: two nuns and a passer-by. Blackboard erased by porter on
completion. Beuys said to me: ‘Why have you dragged me off to the ends
of the earth?” Fame in the art world only extends so far! 3

A little research on Lynch’s part (he is, after all, a trained architectural historian)
reveals a different story. There was, as Lynch puts it, "a healthy attendance" for the
presentation. There might have been no nuns in the museum that night as the
lecture was held long after they would all have been safely back in their convents. On
the subject of the erased blackboards, again research shows that Beuys did not
use blackboards that night, but instead wrote in chalk on a table, which had been
turned on its side for the purpose. Does this matter? Perhaps. Stories of Beuys and
erased blackboards abound in Ireland. The same thing happened at a lecture he gave
in Cork, after venturing into Limerick. And at the Hugh Lane Gallery in Dublin, visitors
on a guided tour are treated to a knuckle-biting tale of how a curator saved their set
of Beuys’ blackboards, seconds before their being wiped off by a cleaner. Ireland at
the time may have been a dangerous place for art.

Even though it is an event that still exists within living memory, Beuys’ visit to Limerick
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has slid over into myth in a way that seems highly appropriate to Beuys’ own myth-
making practice. Lynch’s investigations reveal how events may be re-cast to serve
an idea, but also how these ideas may have more of an element of poetic ‘truth’
than a reiterating of bald facts can account for. Here, as the travelling shamanic
artist collides with the city, a friction between Beuys’ idea of a Celtic Twilight on the
periphery of the artworld and the everyday practicalities of life in Limerick at the time
becomes apparent. Suspected truths circle around Beuys’ visit; some are present
through the lure of certain photographs, objects and memories; while others remain
hovering on the horizon until circumstances call them in close enough to join the
story.

In what way, then, do such historical re-evaluations fit in with an artistic practice,
and how do they relate to the museum? Lynch himself has remarked on the vital role
the gallery plays in framing his concerns: "For my practice, the gallery becomes an
essential context for the cultural reception of this idea; it becomes an open space for
this idea of the feedback of history."+ But this is not to suggest that Lynch’s work is
institutional critique; his installations and images are neither gathered nor created to
investigate the ‘meaning’ of the gallery space, neither is he concerned with conducting
a self-referential dialogue with art history or with the art world. Instead, the gallery is
a potent force within his work, in that it is the gallery, for all its own loaded histories and
meanings, that provides the caesura for Lynch’s objects and moments to step out of
time and open them to reconsideration.

It is important to observe here that Lynch is also not engaged with a fetishisation of
the objects and images he has brought to the gallery. We are not asked to view
the plaster figure of Erin, weeping over her stringless harp (rescued in 1968 from
The Irish House pub, which once stood where the Dublin Civic Offices now preside
over Wood Quay) as an object of nationalist power or to ascribe to her a value
beyond the particularities of the stories she opens up. In this way, Erin becomes the
means by which we come to consider our attitudes to the past, the present, and our
valorisation of ‘progress’ above all else. The artist notes; "Erin weeping on her
stringless harp, while lying in suburban Dublin on the floor of a warehouse due to be
demolished is an appropriate image for the situation; the friction between history and
capitalist growth that pervades Irish cities today is vividly apparent in this case." 5

And if Lynch is not engaged with cultural (or capitalist) fetishisation, neither is he
engaged in a plea for the preservation of our heritage. Rather he makes a call for an

engagement with some sort of alchemy, the kind that is created by noticing ignored
parts of the past, and that can bring elements together to react and so alter
perceptions of the present. This idea of the role of the artist in actively renegotiating
how we view the world is, of course, not a new one. Lynch’s conceptual colleagues
and antecedents include, for example, John Baldessari, who writes: "l am less
interested in the form art takes than the meaning an image evokes ... | want to think
of history so that it is not a record of events but a method of release"; and Marcel
Duchamp when he defined an artist as someone who is able to rethink the world and
remake meaning through language, rather than merely making objects for "retinal
pleasure".s

Through gathering objects and stories, not for "retinal pleasure”, but to release
history’s other truths, Lynch demonstrates one of the reasons why the marginal is often
so ruthlessly excluded from mainstream history, for it is the marginal that threatens
the certainties of our central narratives. Its influence can be dangerous, for it is in the
peripheral that fragments of history can gain the significance Aristotle ascribed to
poetry; they can "express the universal”, if only we can follow Lynch’s lead in looking
afresh. "Art and memory," says Lynch, "function less as an instrument with which to
explore the past and more like a theatre in which we can restage past events here and
now."” Itis as if we are in a time tunnel, and can recall past times at will, to see
whether we still feel the same about them when we look at them from a different angle,
or in the light of previously ignored stories.

Lynch’s investigations are pursued with a dry wit, and the thoroughgoing
resourcefulness of the professional historian engaged on a quest of discovery. He also
has a strong sense of connection, both explicit and implicit. Lynch notes that the Irish
art critic, Dorothy Walker, met Joseph Beuys and gave him a copy of The Third
Policeman, and that Beuys’ final performance work (in Naples in 1985) was entitled
Is It About A Bicycle?, a direct quote from that book. The discovery of a letter,
written to the Irish Times some twenty years ago, describing an ad-hoc monument
(a bicycle on a pole on a mountain top) to O’Brien and The Third Policeman, sets
Lynch, as if to close some sort of abstract circle, off to seek out the bicycle, now lost
from its perch. Climbing Carrauntoohill, he loses his quarry on the edge of the mist-
enshrouded Heaven’s Gate ravine. Back at sea-level, however, he tracks down
accounts of the purchase of a bicycle in Killorglin (for £15), and the names of two
parties both claiming to have installed the homage to O’Brien that year.
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Up to the top of a mountain, down to Killorglin, across time and space to the letters
page of a national newspaper in 1986, and a response from the original
correspondent, received by the artist in 2006; a scenario emerges that is parallel
to that of The Third Policeman — where time and place seem confused, where
molecular exchange and atomic theory might have a lot to answer for. We are not
being asked simply to consider the fate of a lost bicycle here, but instead to explore
both the resonances created by the book’s publication, and to investigate the same
highly-charged ideas of myth and metaphysics that O’Brien delves into in his book.
Life, to steal a cliché, imitates art; and history and myth meet with results that alter
the complexion of each.

"What happens", asks Lynch, "when art manages to crack the spectacle of history?
What is it you can glimpse through the cut? Perhaps the process where we can
precisely see the making of history itself."s History isn’t something to do with the past,
it is present, in the present, in the way we see, do, value, and interact with things. We
can ignore its marginalia if we like, but, like the figures from the Irish House pub, it has
a habit of lying in wait. Waiting for an artist like Sean Lynch to retrieve it and to see
what it can become.

Gemma Tipton is an independent writer and critic of contemporary art and architecture.
Based in Dublin, she contributes regularly to art and architectural publications, panel discussions,
lectures, radio and television programmes. Gemma is the editor of Space: Architecture for Art,
an investigation of the architecture of contemporary art galleries; and author of Home, a study
of contemporary memorials.

1 The relationship of Modernism with the falling apart of our idea of sequential certainties in art history
comes from Alfred Barr's (in)famous chart, which he drew for MOMA in 1936, packaging and presenting
all art movements as leading to this particular point in time. Looking at it now, we can see that in a way it
was Barr’s demonstration of certainty that exposed the fallacy of such certainties.

2 Aristotle, Poetics, ix

3 Caroline Tisdall, Joseph Beuys: We Go This Way, London, 1988

4 Sean Lynch, artists lecture at the Irish Architectural Archive, 26 September 2006

5 Sean Lynch, Dublin News in Apollo Magazine, September 2006

6 John Baldessari and Marcel Duchamp, quoted by Kirstine Stiles in Theories and Documents
of Contemporary Art, Los Angeles, 1996

7 Sean Lynch, 26/9/2006, op cit

8 ibid
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List of artworks in the exhibition

Beuys (still a discussion)
2007

Photographic print on fabric

200 x 300cm

Image reproduced from Joseph Beuys We Go
This Way by Caroline Tisdall

Published by Violette Editions, 1998

A4 wall panel

Two emails by Oliver Dowling
A4 printouts, framed

Reconstruction of Irish Energies
Peat briquettes, Kerrygold butter
19x 7 x 12cm

Displayed in a glass case

Original signage of the Carnegie Free Library

and Museum, now Limerick City Gallery of Art,
rearranged to spell ‘Beuys’

Bill Clinton
2007

Vinyl wall text

Lambda photographic print
101 x 76cm, mounted on aluminium

Bronze golf ball, displayed on a pedestal in a
secure glass case

Dear JJ, | read with interest....
1986 - 2006

Reproduction of a page from the Irish Times,
26 April 1986
Inkjet print, 60 x 50cm, framed

3 lambda photographic prints
Each 80 x 52cm
100 x 74cm, framed

Letter
A4 size
60 x 50cm, framed

Dublin Airport

23 March 1970
Approximately 5pm
2006

4 found images, digitally restored
Presented as lambda photographic prints.
Each 60 x 40cm

80 x 62cm, framed

A4 printouts

Finding Richard Long
2006

3 pages torn out of a Richard Long catalogue
Each 24.5 x 25.5cm
40 x 40cm, framed

2 lambda photographic prints
Each 60 x 45cm
80 x 67cm, framed

Irish House
1870-2007

Two stucco figures on wooden palettes
Made by Burnet and Comerford, 1870
Courtesy of Dublin Civic Trust

Reproduction of a letter written on
17 May 1968

20 x 17.5cm,

30 x 30cm, framed

Courtesy of the Guinness Archive

Lambda photographic print
60 x 75cm, mounted on aluminium
Courtesy of the Guinness Archive

Lambda photographic print
60 x 54cm, framed
Courtesy of the Irish Architectural Archive

Lambda photographic print
60 x 50cm, framed
Courtesy of the Irish Architectural Archive

J. Hodkinson and Sons Ecclesiastical
Decorators, 54 Henry Street, Limerick

The family-run firm have decorated church
interiors throughout Ireland since 1852

2007
Installation in the Permanent Collection

Lambda photographic print
101 x 76cm, mounted on aluminium

Wall drawing devised and executed by Randel

Hodkinson

Selection of drawings and documents from the

business’ archive in display cases

Latoon
2006

DVD projection with audio
8 minutes 30 seconds

Lawrence Photographic Collection,
catalogue number 2697WL
€.1900

Lambda photographic print
60 x 40cm, framed
Courtesy of the National Library of Ireland

The Bandits Live Comfortably in the Ruins
2007

Dual DVD presentation
50 seconds / 15 minutes 30 seconds
Courtesy RTE
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Sean Lynch

Born in Kerry, 1978

Education

Study of Fine Art, HfBK Stadelschule, Frankfurt, 2005-2007

MA History of Art and Design, University of Limerick, 2002-2004
BA Sculpture, Limerick School of Art and Design, 1997-2001

Solo Exhibitions (selected)

Limerick City Gallery of Art, 2007
Galway Arts Centre, 2007

Ritter & Staiff, Frankfurt, 2006

RIAI Architecture Centre, Dublin, 2006
Kilkenny Arts Festival, 2005

LKV, Trondheim, 2004

Group Exhibitions (selected)

CAP, Kobe, 2007

Oeen Group, Copenhagen, 2007

ev+a, Limerick, 2007, 2006

Festival Junge Talente, Messe Offenbach, 2006

Premio, Fondazione Arnaldo Pomodoro, Milan, 2006
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