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Due to a process of self-analyses carried out by me in
relation to my work, the outcome has been to deal with

it in thesis form, also incorporating a questionnaire
senteouttNtoral number of pracitecing artists. This is but
a point of departure, which should eventually lead to a
more profound statement in time. Two years ago it was
evident that I pondered on such topics as pshchoanalyses,

and the inevitable presence of childhood.

This self-analyses finally led me to draw connotations
between the childhood 'place' and creativity. I am not
going into the area of creativity itself in depth - the
process which leads to the creation of the art work.

What I will be dealing with instead, is the finished

work in how it can contain references to the artists'
childhood without being consciously considered. This
inevitably evokes the work 'psychoanalyses' and hence
Freudian and Jungian research into same. I intend to
refrain as much as possible from any deviations into this

'field'. Instead I will be dealing with my own observat-—

ions, ideations, borrowed knowledge and elements of basic

awareness.
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REMINISCENCES OF YOUTH

Here is the loft where we slept, and the partition
separating it from the kitchen. This partition is
made from boards and covered in wallpaper, a lot of
which is peeled off and small holes scratched between
them. At night when we were supposed to be asleep,

we would be peeping out through these holes. The
fire-place could be seen directly down, with it's
powerful red and blue paint on either side. The light
in the kitchen hangs down from the ceiling and remains
suspended in mid-air right out opposite

the holes between the boards.

The staircase down from this upstairs loft is green,
same as the chairs, and up on the right hand side -
beside the large wooden beam is a small red box which

I could never reach, and never knew what was inside it.
Coats were usually left on the bannister with it's
smooth spherical head. Underneath the staircase is a
small area where shoes and a number of other items were
kept. The door to this little room was seldom opened,
since the long stool behind the table was up against it.
Still I have distinct memories of being in there amongst
the shoes, and enjoying it when the door was closed be-
hind me, then seeing small leakages of light coming in

as I attempted to obtain for myself a more comfortable



sitting position. This area had a very familiar odour.
Under the loft was the 'seomra beag' where my sister

Mary slept. This room has no outstanding features, only
that from the few occasions I slept there, I remember

the bed having wire mesh under the striped fibre mattresf
and it sunk in the middle. The kitchen is huge because

it reaches up to the roof - the light hanging in the

same place forever. The long hard couch is left under

the window facing south to the sea, but it seems to change
when nightime comes and the curtains are drawn. The floor

is concrete, hard and sometimes cold.

Out the door towards the seaside and in view is Coelin

Joe Bhairibe's house, Coelin GharracHS’Maircin Mhorgan's,
and away over on the island horizon -- the school. We are
now standing on a flat rock outside the door with some
jagged edges around about it, one of which, my younger
brother fell on, cutting his head badly. I was witness

to all the comotion. The mother took him inside and he
roaring. Mary Mhaitiu the next door neighbour was back
and they both nursed the wound. Down a slight slope
beside the telegraph pole is a small white shed on top

of which, fish were laid out in the sun. I remember when
the big red pulp lorry used to arrive, and my uncle would
give me money down beside that shed - he used to look out
to sea. Between this shed and the house, up along the slope
is the white-washed wall which turns at right angles about
five yards away from the door. This wall incloses a space
called 'garrai na slat' and the closest thing to a forest

to be found there. 1In the far corner of this little grove



is a huge rock covered in ivy, and a space in under-

neath where the cats used to run. I never went in there.

RIS s S B

Behind the west gable of the house is the cow-shed and
hen-house - both white washed. This cow-shed used to have
a cow in it I'm sure, but before my time - and they must
have been small cows. It was from the door of this
cow-shed, down towards the gable of the house that I learned
to ride a bicycle. To the left of the cow-shed is a huge
rock as big as the shed and there is a beautiful space to
climb up between them. On getting up there, nice seats
like hens nests can be made in the Ehateh, to sitientand
watch the boats out on the sea. These boats came from be-
hind the island always. Bushes in between the two

sheds and they were not prickly so I could go right inside
the middle of them - completely hidden. Between the hen
house and the gable end there is another huge rock - tot-
ally above ground. On the far side of this rock my father
had his metal for the forge stored. Sometimes he 1lit the
fire and made horse shoes for the Lyanlksits SiTn S the Eilaiid
to the north of the house were two more rocks with bush
and soil on top of them, onto which I used to ebslinle, aliz
was lovely and enclosed. In another corner of this field
I used to collect tins and beat them into shapes with
lumps of metal. I remember seeing the tinker at work,
making the tin-can at the house. This minature forge

area was mine alone. The house and this area mentioned is
on a plateau, the surrounding area all at a lower level,
SOoggy and damp to walk on. In the forge field side of the

house is the garage, with a small door to the west (only



opened when my father was working in his forge). Then

there is a door-come-window which faces the north field.

Once again seldom opened - perhaps on fine days and para-

mount use made of it when it was opened,

Now to leave this domestic scene and depart towards the
sea - the direction I take is back to the left of the
mentioned cow-shed. Here is a path between two more large

rocks, but is is much more exciting to run up the slope

of the rock on the right, remain at that angle, pivot my
right hand (on the wall that goes up along it but does

not reach the apex) then run down the far side. Back

here in this field is the modern cow-shed - made from con-
crete in La Cabouche style. The soil back here is messed
up - and it smells of cow. Incorporated in the window
opening is a piece of timber - rotting, serving no known
purpose. This shed had a strange athmosphere to it. The
surface inside the shed is roughly textured and is very
shiny, with some hair lodged in grooves. The surface made

shiny by the cow rubbing against it.

This cow-shed is on the edge of the plateau, and back
to the west of it is sheer rock face. Once, my brother
and I collected as many eggs as we could find and proceeded

to break each and every one of these eggs up against the

rock face - coinciding I would say with Pollacks' action
painting in America. Searching for hens nests was another
interesting activity. Once I heard the hen 'ag gragiel',
the search would begin - it might turn out that the nest
was one I had found earlier, but was always hoping to

discover a new one. Strangely enough the hens never
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ventured outside our land area - and I myself have not
been far outside a particular area either. This rock
face behind the cow-shed, has a river like ledge down
the middle of it and this took some skill to manoeuvre,

without falling into the well at the base of the rock.

In this field there used to be hay grown, and we used
to get honey from the bees nests that were disturbed.
Over the wall, and this field holds the ruins of the
older generations' houses, as well as the big well.

(1)

More huge rocks and crevices to climb into. On

very warm days in summer the washing was done hkack at
this well. There are three stone steps going up from
the outside, a tub on the left to water the cattle.
On the inside about five steps when the water is low.
Along the inside of this stone wall circle there is a
growth of grass nettles and briers. The surrounding

rocks are so high, monumental.

Leaving there I head for less familiar terrain which is
heavily textured like the entire island. There are the
big rocks sticking up out of the ground, walls seem to
crawl like caterpillars over these 2) o to such extremes,

you have walls going up vertically. The most amazing

feature is where a large boulder is incorporated in the

(1) See Tllustration I: consider freedom....away from.

(2) See Illustration IT: further away from.
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wall giving it movement, or direction - as though the wall
came along and rather than by-pass, it engulfed it and
continued on its way. The walls define the surface irreg-
ularities of the area. I run up and down these slopes

on my way to the sea. Arriving from the fields I con-
front the brown almost black rough textured area between
the land and sea 5?2 the tide is out. I have my little
places to go to. Here is a small inlet, with some sand -
wet seaweed further out. My older brother tried to drown
me here once - or was it teach me how to swim? This side
of the island is less explored by me, but I am heading

for an area I know so well. As I head south, I search

for timber or anything else that might have come in on

the tide the previous night. It is here by the sea that
my imagination runs wild - as T imagine timber boxes com-
ing in on the tide, full with all that I wish to be inside
them. This was a very real invention, because things did
come in. Such items as boats, piles of rope, large buoys,
the most oddly shaped plastic bottles and once a beautifully
carved wooden heart which I found. This heart I held onto
for a long time - it was a contact with somebody out there
in the unknown. But then of course it was broken for me,

by those to whom it could have meant nothing.

We used to get large parcels from out in the sea (America)

and within these assortments of plastic soldiers, cowboys

(3) See Illustration III: no further - the boundry.
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and indians, small engines, various coloured clothing,
which caused tremendous excitement - both before and after
the opening. My timber boxes which would one day arrive

in on the tide, probably found their origin in those par-
cels. Boxes packed with little things including clothes,
watches, cars, little boats, comics, touching only a
portion of what must have been an endless list at the time.
Very possible also, that I would have wished for a boy or
ghirl to be in this box. A person to my detailed spec-
ifications, show it all the nooks and crannys, play in

the sand - walk the rocks, share the toys with, break eggs,
drown hens, knock walls, and it being magical so nobody
else would know. This was the magic of the sea, because

any day it could happen and I was always watching out.

Over along the rocks now, lovely and warm on bare feet

since the sun is shining - smooth further out, and slippery
where the tide has not long gone. There are coloured perri-
winkles and shells up at the crust of grass land, me
visualising a very high tide as the only means by which

they could have come up so far. Here is the swimming pooi =
where sea water was held, the tide being out. A very tiny
patch of sand. Surrounded by large rocks (but all dark

down here) with crevices in underneath and between them.
Beside this 'pool', in one of the large rocks there is a
well, a holy well. At certain times of the year we used

to come here, collect the coloured perriwinkles from

nearby, parade around this hole in the rock saying prayers,

everyone throwing a pebble or winkle in for every time they



passed around it.

Moving further now - heading east I arrive at the grassy
patch where the 'carragin' is laid out in geometric
patterns. When the large pile of rope was found it was
in this same patch that it was sorted into clumps, con-
ical shapes. Down from there and I have a vivid picture
now of the arrangement of rocks I will soon be walking
on. The rocks are large but with bits of wood jammed
between them, betraying their size, claiming that they
do move. The hollow gurgling sound of water underneath
as the tide teases them. I pass this area and Cuinin
inlet is here before me. The two currachs are tied up

(4)

and tide coming in has just raised them. This area
is a large enclosure with me looking up at the surround-

ing land. One currach perched upside down up in a field -

on supporting stones. I go up and get in underneath -
this is a nice place to be when it rains - and the sound
of the sea is now distinct. I remember, in this same

field a cow 'An Bhrianach' had a calf, and her teats had

to be pierced to let the milk come.

I leave this field. Over past the two currachs and

here is my car. There is only one side door, only one
seat, the front is beautifully shaped for travelling fast.
It is facing out to sea, and the island is hooked up behind.

When the tide comes in fully - it's as though I can just

take off out over the water, pulling the island behind me.

(4) See Illustration IV
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The tide coming in here in Cuinin is most amazing. The
edge that is formed as it moves so mysteriously slow up
along the dry brown rock, is so clinical. The transform-

ation that occurs when the tide does come in so silently,

is mysterious. It creates the feeling of timeless pas-
sing of time. I stop and stare - it does not seem to
rise - just sway - yet the place is re-set. While the

tide is out, I make road ways from some large rocks to
others, so that while the tide is moving in I can still
stay out on some rocks. Building up stones to try and
stop the tide coming in never seemed to work. With full
tide all the darkness would go, the currachs straighten

up, ropes stiffen as though woken.

Over from Cuinin, passed Coelin Gharrach's house and I
arrive at the sand cliffs, white soft sand and scraws.

Up I go to the top and there would be a sliding path

down between and around scraws. Remain at this endlessly.
Further over towards the school, is the long beach, act-
ivities occurred here only on the way from school, never
on the way over. As soon as school finished, Tom Choelin
Gharrach and I would head back here on the way home. We
used to throw black and green berets, like frisbees.

We spent a lot of time back in this area, and the beach.
A very barren area - inhabited only by rabbits. I used to

reverse down into the burrows.

The school - dark inside - surrounded by a coarse con-

crete wall 'scunsa'. Strange how that wall made a boundry.(S)

(5) See Illustration V
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uring school hours I could not, freely, move outside it,

and then other than on school days - there was the feeling

hat I should not move inside of this area. 1In the infants
to 2nd class, room, the large red numbers 1, 2, 3, 4, hung
here forever, never moved, never talked about, just more

isinister staring objects - signposts to the abyss.
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EXPERIENCE OF PLACE/CREATIVITY

Perception is taken by experimental psychologists to

mean the process of becoming aware of the stimuli in

our surroundings. In the laboratory it is possible to
study stimuli which have been removed from common exper-
ience: flashing lights, brightly coloured discs, pure
tones and all the other stimuli which may be created read-
ily, only in a psychological laboratory, may be seen and
then thought about. They can be produced in the laborat-
ory almost entirely removed from the process of which

such stimuli are apart in the world outside: that is the
process of catagorising them, distinguishing between per-
ception and cognition. Although the distinction between
perception and cognition may be philosophically maintained
éutside the laboratory, in technical terms this is not
Possible within. And so, for example, when finding one's
way through a city or deciding on a restaurant in which

to eat, both perceptual and cognitive processes come into
pPlay. They are not differentiated, as in the laboratory.
The central concern for me here, in dealing with my own
and other artists associations with a place or places in
childhood, is the mental processes associated with cognit-
ion, rather than the direct responses to simple stimuli
véwhich fall readily under the heading of perception. By

‘this emphasis on cognition I don't mean to be in any way
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derrogatory of the significance of our physical environ-
ment. Instead it leads to an emphasis on the profound

significance which even the smallest aspect of our sur-

roundings may have. To illustrate this I will take an
example from a novel by a major novelist —-- that of
Proust.

"One of my feet stepped on a flagstone lower

than the ones next to it ~- and then, all at

once, I recognised that Venice which my

descriptive efforts and pretended snapshots

of memory had failed to recall. The sen-

sation I had once felt on two uneven slates

in the Baptistry of St. Mark had given back

to me and linked with all the other sensat-

ions of that and their days which had lingured

expectant in their place among the series of

forgotten years, from which a sudden change

had imperviously called them forth". (1)
The significance of such a small detail, ‘as Preust's
crack in the pavement, is important because places fre-
quently provide the greatest range of long lasting
associations. The crack in the pavement brought back
to Proust a great variety of images (memories) which
could not have been recalled to vividly any other way.
In other works, even the seemingly minor aspects of our
physical surroundings may be inbedded, like a child's
blanket, with a variety of meanings, a mixture of memories,
habits and expectations with which we link it. True as
this is for something as seemingly trivial as a crack in

the pavement, it is even more so the case for larger units

of our surroundings, such as a house, a land mark such as

(1) Canter David Psychology of Place 1977
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a single mountain, the sea, city or forest.

Those properties which we experience within our environ-
ments which lead us to an emphasis on the cognative pro-
cesses also lead to a clear distinction between places

and objects. For the questionnaire I allowed those terms
to be considered separately. To highlight the distinction
between place and object Ittelson has given one of the
most thorough and thoughtful estimations. He claims that
one cannot be a subject of an environment, one can only

be a participant. That the enviromment surrounds, en-
folds, engulfs, where nothing and no-one can be isolated
and identified as standing outside of, and apart from it.
In addition the environments are always made up oi a
multitude of different elements. It might very well be
possible to conceive of an environment which offers
information through one element - conceiving the environ-
ment in the most minute form but still existing as an
experienced environment, still, hardly likely to ever exist.
A third necessary characteristic of environments is that
surrounding, as well as central information is always pre-—
Ssent - surrounding in the mechanical since, one is no less
part of the environment than that in front and surround-
ing in the sense of being outside the focus of attention.
Furthermore he states that environments always provide
more information than can possibly be processed. And

this I agree with in one sense. The information he talks
about as being processed - is that which can be remembered

R wANTICE S Being the more real structuring for nostalgia.
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But he seems to suggest that a proportion is lost. This
;lost' information, I believe, is what comes to the sur-
%ace in many forms, particularly available to the creat-
ﬁve process, which includes mechanics, muscular activities
‘and feeling by the continual feeding of visual information,
. ntapped by normal consciousness, is continually being
nourished and so being processed. Environments always

- represent at the one time instances of inadequate and

ambiguous information, conflicting and contradictory in-

formation.

These characteristics of the environment tend to demonstrate
a difference between environments and objects. However,

an object may be treated as an environment, in the way

which children play hide and seek in drainage pipes, or

a place may be explored as an object. The area of land
which I ventured over and lived within, from the house

west to the sea, down south along by the coast to 'Cuinin'
and then a line east over as far as the school. . .all with-

in this area was basically more of an object for me than

a place.

I find primative art at this point, relevant to childhood
activity within 'place' or bbject' in that either can be

the magical source for the creative process. It is also

conceivable that it can be the creative process itself.

icasso admits to being influenced by primative art---but

not perceptually.
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"Les Demoiselles d'Avignion must have come
that day I visited the Musee de 1'Homme in
Paris, not because of the forms, but because
it was my first canvas of exorcism! That's
why, later on, I painted more pictures like
the earlier ones, the Portrait of 0Olga, the
other portraits - no one is a sorcerer every
hour of the day! How could you live?"

(29BN

his story, including it's humour, invites reflections.

- If prinative art, in it's occurance in an earlier time
and new conveying mystical vibrations when perceived,

is in a way similar to childhood experience of place,

it is not because of it's freedom and it's form. It

i's because it belongs to a psychological area of human
experience. What it tells us like the cave paintings -
is no longer what it told us at the time of experience
(perceptual) but something almost magical that does not
come forward like simple relative images, instead, blasts

out like the exorcisms that Picano talked about.

The idea of our conceptual systems being available to
conscious awareness raises issues which link our experiences
of place to the products of creativity. Harding, discus-
sing creativity in poetry, argues that organisation may

be introduced at an early stage into processes that precede
articulate thought, and that consequently thoughts may
Sometimes be very extensively altered before they are
accessable to logical control. The contrasting and some-
times barely consistant ideas that stanzas seem to have

reached expression partly through verbal associations that

2) Newton, Douglas. Masterpieces of Primative Art. 1980.

@)

See Illustration VI

7%
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might be called accidnetal, were it not that they evidently
gave openings for important variations of ideas and attit-

udes to emerge. Harding deals with stanzas from a poem

by Shelley:

"Times decay, which the kings of thought defy,

leads to a contemplation of material decay in

the roman ruins, the monument to Cauis Cestius,

called a 'refuge' for his memory, later produces

'the shelter of the tomb', the tears and 'gall'

that await us in life suggest the world's 'bitter'

winds that immediately follows. (4)
He points to the way Shelley partially surrenders to the
accidents of language, and in this way allows it to be-
come a means of discovering and releasing partly formed

ddeas and attitudes, not a tool for 'expressing' them

after previous sifting.

In reference to the quotation from Proust concerning
images awakened by displaced flagstones, Picasso and his
first canvas of exorcism or Hardings highlighting of flip-
pancy in poetry generating ideas and attitudes, it can be
seen that our thoughts, or conceptions, of places may con-
tain much of the hidden richness, the presence the magic

which in turn transforms itself into creative energy.

In my own work 'place' is not purposely used as a feeding
ground for images. The total experience of my childhood

environment at the time, growing up there, is contained

(4) Canter, David. Psychollogy e Place. 1977 .
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in my mind, not so much readily available by will, as it

is by certain stimuli and situations. In the questionnaire,
this was a major intention - to obtain hints of a hidden
subconsciously active well of childhood memories which,
through the creative process can emerge in the artists'
work. One important way in which an individual's per-
Spective is revealed, is by the distinguishing of places
which are associated with a person from those which are

not. In other words the definition of a person's identity,
which in turn relates to the control he may keep over

what is available to others and what is separate to himself,
is closely tied to those places which are in a sense
‘private'. And so, even though there are large cultural
differences in the meaning of privacy, the definition of
some places as private and their protection as such, emerges
throughout the world as a dominant concern for those people
who wish to understand how people experience places, and

in turn how their experiences manifest in later years.

For a person, the creation of a private attitude towards

a place, grows out of a uniquely human abifliiEy- S e
sophisticated human's ability to form complex patterns

of conceptualisations of the world around him and to relate
them to his concept of himself, Privacy becomes more than
just a state, it becomes a.sfate of kalance in the process
whereby particular places are thought of as being closely
related to activities - activitiés which we regard as so
intertwined with our self concept that we wish to keep

close control over their availability.

For example, bedrooms, because of their close associations

with particular individuals, are typically places where
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the person has total control. In an institutional setting
the bed might well be the only private place, for the in-
mates. They are usually able to use one bed consistently

and to identify it as their own. The bed is one object
éﬁat remains quite consistant right through from childhood.
The bed for adults can sometimes remain a kernal or cocoon

» thin which he feels safe. In the same manner the per-
sonal area of childhood experience can be witheld militantly

by some people - allowing no trace of it to emerge pub-

Blfiically.

When I talk of 'place' as being private, it is, in a sense
that the artist has certain contact through the memory

well, is mildly conscious of a greater control over what

he does, but can not understand it. One is almost inhibited
by this source, as one would be of the 'private' becoming
public. It can be called the happy accident, views being
read into it, once it has happened. I believe the more

one considers a piece of work by means of a scheme or plan
- the more this scheme dilutes away from the creative
essence which can only be tapped from the subconscious well,
by calming one's self in the spiritual sense - or in the
opposite manner of sporadic, physical movement. By these
means one can time tunnel within one's self to a state

@@f childhood bliss. Becoming one with the work.

considering an artists' childhood, and how this can

éve a bearing on the art he creates, abstract 'modern'
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common statement by the lay person 'sure a child

uld do that' becomes a very real factor. What I have
alt with up to now could be classified as 'instinctual'
that the source is not really controlled by the art-

-. In the same way - how children behave with their
fiiSlout l©of ‘their control, also falling into a catagory
being borne by instinct. The inspired artist actually
lizes childhoods' self-taught esthetic forms and
géleases energy for art similar to that released in child-
ood. He does this with controls learned through great
scipline, acquired with age and practice. The artists'
1f-regulated regression returns to scribblings but is
truly regressive if the purpose of the return is the
é@;ilization of scribblings esthetic essence in an adult
g@anner. The scribbles of child art are the prime

- material of all art.




———— ——— —————— ——— — —— —

ARTIST INSPIRED BY EXPERIENCE

Having discussed in a psychological vein, how 'place'

ig impregnated in the mind - and how it can come about

to be transformed into creative work, I now wish to, as

it were, zoom in on a man who lends himself elequently

in his work to my need to explore how place can emerge in
an artist's work. This man for whom the countryside
around Bitabsk where he was lWorn on July 7th, 1887, was
deposited into the memory banks of images, from which
artists' make withdrawals all their life is, Marc Chagall.
The extent to which withdrawals like this are made vary
considerably, in that some can immediately be related

to places and objects, whereas others appear more hidden
and come across in an abstract manner, much more difficult

to discern.

From his earliest years, imagery of town and countryside
interflowed: lion-coloured fields of grain superimposing
their golden strips between the little wooden houses,
which were eventually used as firewood to stoke ovens in
Trablinka. Fire appears in several of his paintings,
Notably in the "White Crucifixion" of 1939. This image
of fire is evoked by the story his mother told him about
hitst birth. A great fire broke out in the quarters of the

Poor Jews, behind the prison, so that bed and mattress,
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mother and child had to be carried to a secure place
(1)

across the city. Animals were everywhere in Chagall's
childhood, in the streets, in the fields, in the alleyways
between the isbas: chickens, geese, ducks, cats, dogs,

goats and cows. All of these creatures very soon inhabited

his canvases.

The abundant fish in Chagall's canvases that swim or

fly vertically and horizontally, surveying Russian towns

or sun-lit Riveria beaches, keeping time with grandfather
clocks, or sprouting unlikely gulls wings, are all herrings
of Zachar, his father who worked all day, every day for-

(2)

ever with herrings and cold pickle brine. The basic
athmosphere of the household was feminine since there
were six sisters and an active mother overshadowing the
E=acher “figure. It was a nest, a refuge. Again and again,
both in his autobidgraphy 'My Life' and in his paintings,
the imagery is that of concealment, the child hiding in
hifstmother's skirt, against an alien intrusion, an anta-
gonistic outside world. There is the outside and there
siSBthe inside. Inside is all snug and warm, the safety
of the maternal enclosure. Outside blow the cruel winds
Oof criticism, competition, manipulation. One acts out
there, as one must only to return as soon as possible to
the warm shelter of the inside for nourishment and loving

care. He writes "You can't imagine how happy I am, I

don't know why, flattened out under the bed, or on a

(1) See Illustration VII

(2) See Illustration VIII
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roof, in whatever hiding-place". Hiding seems to be
one of the principal components of Chagall's joy. He
wants to "creep into" his pictures (as he says). He
Wants to hide his "feelings in the opulent tail of a
circus horse". He loved to look out onto a street from
a hiding place at a window. His paintings are full of
reticent images lurking out from obscure places, hidden
in trees, lost in velvety deep blue night skies, swallowed
in bouquets of flowers. Along the frame, in out-of-the
way places tiny figures or objects are magically filled
with life - walking lamposts, flying ladders as though
he were allowing his own spirit to dissolve into those

shapes - giving them life.

"...and with the brush in this hand,
his face close to the image growing
before him, Marc Chagall felt the
joy he had felt under the bed, that
womb comfort, that pleasure of being
hidden. He felt close to mother
earth to whom he could whisper his
hopes and his fears, his disappoint-
ments and his prayers". (3)

He also had the experience of witnessing his grandfather
butchering cattle, and at that age he must certainly have
been deeply struck by the sight of blood, rising steam

from spilling inners, and distinct odours. He wrote

"In the obscurity of the nights, it seemed to me that

there were not only odours, but an entire herd of happiness,

Staving in the floorboards, flying in space".

(3) Alexander, Sidney, Marc Chagall. 1979.
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An important point here is, how, while still in his
Vitabsk cocoon, Marc Chagall concocted such images as

lle did without influence from outside. It was all of his
own doing. Eastern, European and Mid-East art were rich
in animal motifs, sometimes folkish, sometines myth-
ological in treatment. It's hardly likely that he saw
any of this before going to Paris, where the resources

of the great museums were available to him. e, cilhl
seemed to have come about by some kind of internal ex-
pressive force. His most amazing creations are in the
zoomorphic sense: the continual transformations from
animal to human and vice versa, the creation of a
strikingly private mythological bestiary - winged fish,
donkeys in trees, violin - playing roosters, greén goats
holding spectral brides - zooming off into the night.

In some cases the synbolism is clear, in other,wmany
interpretations may be read into them. (4) He hated
literary interpretations, and objected violently to
pPsychoanalytic readings of his work. On the conscious
level his dreams were organised. He 'explains' as he
Says, in terms of 'optical engineering', this tholdsia
he 'needed' that to fill space, 'notice' the texture
here', the 'scumbling' there, the 'chemistry' of the
Painting skin, the 'composition'. But although Ii'm

Sure visual technology is certainly very much a major part
Oof Chagall's thinking while he works, this does not pene-
Erate to the well of dreams, or subconscious feeding
ground that eventually illuminates through symbols his

Painted surface. In comparison Salvador Dali, literally

(4) See Illustration IX
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painted his dreams, whereas Chagall painted day-dreams
superimposed upon the reality he was confronted with.
Chagall a man totally influenced by his childhood en-
vironment, of people, creatures and place. In some cases

he could have been inspired by remembering certain aspects
of this infantile environmment, but it would seem that

in most cases, that part of the environment which was

most embedded in him appeared subconsciously outside

of himself, only surfacing in the manipulation of the hands.
As Picasso said'no-one is a sourcerer, every hoeur lof the

day: how could you live?!'

As for the 'inspired'' work of art, Ernst Kris says of

the idea that the artist is inspired by some source out-
side himself not only relieves the artist of the burden
of responsibility for what he communicates, but also gives
the contact of his work a truth which stems from an
authority higher than the artist. To be inspired in art
the artist must be able to have the experience of passive
Feceptivness and self-regulated regression and the most
daring intellectual activity is needed in the creative
Process. Kris also states that the graphic art of the
child is to a great extent controlled by the primary pro-
Céss - which means, ready for immediate discharge. He
believes that the adult artist, is capable, through pro-
Jecting his experiences into art, of retrieving 'lost
objects', a technical term which means the state of bliss
of early childhood, which Freud had touched on earlier

in his writings.
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As I have mentioned - it is particular moments, situations,

vyisual stimuli, odours that spark off the mind to bring

memories to the fore. In my concept of moments such as
these, it is difficult to imagine them lasting for long.
From my own experience, such moments of fusion last only

for seconds. I am not aware that such an event can last

for a longer period of time, but if it were to happen,

I believe it would be consciously prolonged by the
individual. This prolonging of it - is more of a nost-
algic pseudo - structuring about this moment. This moment
is vital - but vital in that it is a means to an end.

The end which I have portrayed in the work of Marc Chagall -

the creative artistic result.

Both the result and the inspiration which is the benefactor
to it are one. Considering this inspiration, when con-
tact is made by the artist with something greater than him-
self. Some psychologists maintain that there are three

stages experienced before the creative act takes place.

These are:- (a) Incubation
(b) Intuition
(e Insight

Incubation is considered to be the mysterious period of
time when the brain does not want to work. A period

Where one usually becomes active in some other totally
irrelevant activity. Next there is intuition, a state

Of mind, where one gets the 'feeling' that whatever it is,
Will work itself out. Not many agree with this more

idealized stage being present in the process of Creativity.
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Finally then, insight, upon which they focus most
attention, is said to be dramatic. The jesterly
example, is of a man jumping out of a bathtub, run-
ning down the street shouting "Uricka'. Literally
meaning 'seeing inside of yourself', it has been
described by a woman as a 'feeling of discarding
clothes'. Also know as the Aha!.phenomonen, and

Ehath T have been focusing on in micro.

For this to actually take place it needs to be enhanced
by sensitive perception; in the way that Marc Chagall
was ultra sensitive to his experiences in the Vitebsk
nest where he was born. Gertrude Stein in her writings
on Picasso and in particular, dealing once again, on
how he was influenced by primative art sums up this
'way' of seeing things past:

"with the exception of some African

sculpture, no one had ever tried to

express things seen not as one knows

them but as they are when one sees them

without remembering having looked at
them".



IT'S CONCEPTION AND VALIDITY

idea of assmebling a questionnaire came about by

my having asked myself some questions in relation to
my art work and childhood. Certain incidents highlighted
my need to do something about it, and hence the compiling
of a questionnaire incorporated within my research on my
own memory of place, place itself, and the artist in-

fluenced by place.

Bhesfirst incident, is a piece of work I did for my
Diploma in Galway, a piece of work which took me by
surprise. It was out of place and strange in that there
was no obvious 'sculptural' development leading to this
Stage, in the preceeding period. Now I feel Ehat st

was to have happened anyway. The piece of work was
environmental, conceptual and almost HdstualidisEd c ol T had, i

lived back on an island called Muigh-Inis near Carna in

Connamara, until I was the age of ten, and then the

|
i
i

%muly moved some eighty miles east to Biggeramore the

R ildelof Galway city. I had in no way forgotten

years I spent in Muigh-Inis - though I had be-
mmersed in the process of life in east Galway,

(o] §@hool there and eventually ended up in Galway
chnical College. It was at this stage in the
that I became somewhat militant in feeling

move some ten years prior. It




resulted in much philosophical and intimate debate with

myself on the issue - which eventually materialised as

a piece of work in my Diploma. In hindsight, Diploma
was not really a motive causing this piece of work to
emerge. bDeep personal feeling was the catalyst and
sculpture was the means by which I released it. To
satisfy curiosity as to the nature of this work I will

describe it briefly.

Considering land, earth, mother nature, I felt lost and
without root in Biggeramore. The land surface and "house'
in Muigh-Inis was of paramount importance to me in deal-
ing with earth. This I had decided. But there were
particular places in Biggeramore where I had played and
made deep contact with after arriving there. I observed
how those places related to places I had palyed in on
Maigh-Inis island. It seemed I had found places with
which I could link my experiences on the island. This

in turn made it obvious that while I played in those
Places (far from the house, yet inside the farmland boundry) .
I was transcending myself back to the island. 0fiEat IL5L Gt faxs)
what raw material the environment there allowed, to

Iecreate my Muigh-Inis experiences.

@g plan of work entailed: my taking soil from ten areas

fBiggeramore — and replanting them in ten corresponding

- in Muigh-Inis. In this way - I was collectively
bling my childhood experiences within the one place.
eeded - just barely, due to lack of finance. Tran-
what would have been three tons of soil, plus

aph poles and equipment proved much too extensive
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transport by car and trailor in two stages. The tele-
ph poles I used, were symbolic of myself. TIn those
-ly years, travelling by car away from Muigh-Inis to
way and surrounding area - these poles with the

wires going up and down through the window of the cat,
e an indelible print on my.mind. They seem to have

éEn the line, the rope, which held me anchored to

igh-Inis no matter how far away from there I went.
@hose telegraph poles and lines are still a Very
powerful experience for me today, very mysterious.
Having picked out the ten places I most recalled in
memory on Muigh-Inis, I dug a hole in each, and placed
the soil from the corresponding holes (corresponding
in (1) distance from the house, (2) nature of play,
both of which correlated) in Biggeramore. )
I then placed a half- telegraph pole in the holes, to

the side of the hole nearest the house (where I was born)
and this made the connection between the Muigh-Inis and

the Biggeramore soil. (&)

This work has become for me a point of departure in my
work, emphasizing to me what is and will be the greatest

influence on what I do now and in the future. Hence my

research in this thesis.

e 5
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making and I came up with the very basic shape, a cube,

coloured red for whatever reason. This 'box' with the
magical aid of animation.....moved. Basically the 20 mm
film dealt with the fantasies which I composed while
looking into the river in the city, each morning on my

way to College. Those fantasies in turn become the

source of a form (cube) which evolved from the same water -
and made it's way to the College where it absorbed me.

It then returned to the sea via the river -- on it's way

back to Muigh-Inis to fulfill my hidden desire.

Once again, on hindsight this piece of work was out of
place. Technically it fitted within course bounderies,
but it's content lay with me and the fulfilling of

some pattern only beginning to be realised by me. I be-
came totally absorbed in it's content, and practically
obsessed in it's execution. It happened! It now appears
as though it was the following step to the Muigh~Inis/
Biggeramore piece of work, in that the island having now
contained the total of my most memorable experiences -

needed only my presence to make it complete.

The final incident, is more of an observation of fellow
students (myself included) in their strange habit of

building small habitats within which they work. The

need to be within a cocoon, is an exclamation of regression,
Tevealing a source further back than childhood, that

Of the womb!. This is too hasty, and too severe a speculation
of what seems to be a very natural thing for an art student

to do. Of course it's not just art students. The '"home'




T

thouse' could be classified in the same manner - though
much too general for to be catagorised. All the same
though, an important point was made to me in a discussion
on design, which pointed out how those who have cars
pbefore they have houses, tend to betray their need, and
so reveal it by having their cars become a 'home'.

Having music, fur covered seats, tinted glass or even
curtains in them. It is with this sort of observation,
combined with self-analyses on aspects of my own work

that the questionnaire came about.

An analyses of these five questionnaires which T have
received in completed form, would not justify itself.

It would be a laboured attempt to come up with particulars,
and in the end, simply due to the limited number available,
would only pertain to the general. Still, from viewing
those few questionnaires, it is possible to foresee how
facts, as opposed to stabismal observation, could be
achieved from the same questionnaires if only they were
refined in content and redistributed in quantity. Then,

On retrieving these, a process of catagorising each, or
aspects of each, for more convenient classification,
applying numerical values as a means of coming up with

Computed patterns, could ensure a more outstanding product.

As indicated, I am not about to analyse the five question-
Naires (see appendices). For you to observe these dquestion-
Naires, it is necessary to have a few points registered in
Your mind before it can be seen how they tend to tangent

©n the pure link which exists between childhood and art
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e) for the artist:

arison of quantity

atment of maps - the extent to which

age the depth with which the artist goes into

cussing childhood - draw your own conclusions.
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born in Carna, Connamara. At the age of ten years the
ed to East Galway. The change in place environment for
stic, lanhguage also changed and to a lesser degree, people.

e then my thinking has been diluted to a ratio much in favour
rlier years and I believe since it has tended to govern 'so much,
st of what I do in art can be traced in origin back to place,

3¢t or people in those years.

" I tend to see things and keep them, not knowing why. Just now it
has struck me - and I working on the relationship between my'erk and
childhood for my thesis - why I held on to two old boxes (large boxes
at that) which I came across last year. Asked at the time why I needed
them - I could not say. I could have said “1 like them", and this would
have sealed that enquiry, just as the artists' answer "why not" to,

“but why".

In my childhood days beside the sea one of the most exciting sources
for my imagination to feast on was the sea itself. I used to imagine the
sea bringing in what I wanted, or would Tike by means of a wooden box.
And it is now I recall so vividly my opening the box that just came in of
the sea, and seeing clothes, toys, speedboats and anything conceivable in
it. This I have concluded is the reason for the two boxes, and this is
what I am using them for...the containers of wh a te ve r.

Also relevant to this is the parcels we used to get from America,
and the excitement about what might be in them. More than Tikely the
parcels were the reason for my imagining boxes coming in on the tide.

jould consider, -- an artists earlier work, lets say, in
d then a change to softer more earthly ordanic work as a very
Tink with youth.

child tends to be grown up before its time by acting like \
d then finds the need to recall childhood more and more
- sometimes even acting like a child. Working in metal

' mammy. and the home, and thaﬁ to change to a more
flection of the artists need for reliving the past.



of this is mere speculation but I am using my own experience
undation to any questions I may ask in this questionnaire. ;

National College of Art & Design,
100 Thomas Street,
DubTin 8.
Ireland.
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questionnaire I would ask you to be as self-analytical
le. There may be points I have not covered, that you
der relevant, and your elaboration of these would be

Thank you.
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Allowing 10 minutes only, draw a map of your childhood
environment,
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Describe this environment (place) in geographical terms.

E.g. If street - type of houses, door colours, factories,

river, wide/narrow streets, shops,

noise....etc.

If countryside =~ size of fields, rocky barren/flat fertile,

forested, type of roads, sea or lake...etc.
S 4:»&%447% Gorni- deltches) Lvripes Ma«ﬁ e
v.?j7gfcu~n¢¢ﬂéﬁé;,;ufhahdséé & VAt orer €g¢2£>‘Aﬁé&n¢4§2;b4£¢gg,;%f‘¢bﬂf7
o, TG Faind r dVU#"/éaﬂﬁﬁua-CW£;1bykp 44&4?7A542ue;_ andl. aredsn botrin,
BEETES 2l cols of ot wmi— Comicrere ol widpso o Like cFects
$zf,a»~¢*7t> 2 o 551,29644j¢9 f?qz4%22¢>
f e AHURLE D F‘u,er:y£¢y/m 424 ) M@

M W%\KW@% e Free o3 Lime
w%fmﬁ’%‘sufm%M7" WZZ MW&#




As you recall ‘this (place) environment, do you have any
barticular wvisual images of

Place/s

Object/s
Both E;Z]

Lf 'place/s', please describe at length, as though you are
experiencing it once ‘again,

LE 'object/s', please illustrate and describe your dealings

in play or otherwise with it, emphasising scale in relation
to you at the time.

If 'both', differentiate and describe each as outlined above.
(H-wfb)
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If 'yes', please describe the nature of your freedom, and
has it been regained?

Lf 'mo', describe your inward reaction to ‘this. Also, describe

your concept at the time of the freedom you were not allowed.
Have you now gained freedom as a sort of back-lash? If so

describe it. '
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Was there a freedom allowed by your environment (people)?

Yes! @__ No! | @

Lf 'yes',please describe thefpature of thls freedom

) CF
distinguishing between, Family: Nelghbour : Teacherst...etc.

If 'no', describe your inward reaction, to this, considering

emotional reaction, Resentment: Withdrawal: Childish hate:...etc.
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Environment Place

Environment People D

Same

8 Draw a map of your present (place) environment, op (if there
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Are yoyu happy in this (place) envi

Lronment ?
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MR (fa) S H oy often do you recall childhood events? i

Tiok appropriate hog, :

: N
(1) Never I:l (2) Seldom D (3) Regularly >
(4) Often I:l ‘E ;

Answer if yoy ticked (3) op (4) what type of sutua‘clons
or stimulus cauges you to recall?
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VNOTE:

For this questionnaire I would ask you to be ag self-analytical
as possible., There may be points I have not covered, that yoy
may consider relevant, and your elaboration of these would be
appreciated,

Thank you.




s Allowin
g 10 minutes only, draw a map of your childhood

envi ronment; ,
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2, Describe thig SOVironment (place) in geographical terms h
E.g. If street - type of houses door colours factories, “
rivep, Wide /narrow Streets, shops, ) |
noise....etc, 1
If countryside - gige Of fields, rocky barren/flat fertile,

forested, type of roads, sea or lake...etc.
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As you recall this (place) envip
particular visyal

Place/s '[::]
Object /s [::]
Both [::]

If 'place/s!',

images of

DPlease describe at length

» as though you are
experiencing it once again, -

Lf 'object/s!, Please illustrate and describe your dealings

in play or otherwise with L emphasising scale in relation
to you at the time,

If 'both', differentiate and describe each as outlined above.,
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If 'yes', please describe the nat

ure of your freedom, and
has it been regained?

If 'no', describe your inward reaction ‘to this. Also, describe

your coneept at the time of the freedom you were not allowed.

Have you now galne freedom as a sont of back-lash? If so
describe it,
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! If 'no', describe your inward reaction
|

» to this, considering
emotional reaction, Resentment: Withdp

awal: Childish hate:...etc.
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Yes! D No! {

If 'yes!',

Picture this image in your mind and try to ascertain

r. what you think that pewson might have been like if you had
E‘ ' gotten to know him/her.
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As youy recall, Which 4o You think jg More dominant?

Environment Place D I /
= By Environment People D
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How often do You recall childhood events?
Tiak dPpPropriate hoy,

CL) Névex' [::] (2) Seldom
(4) Often D

o
Answer if you ticked (3) op (4) what type of situations
i Or stimulus causes you to recall?

(3) Regularly

(b)
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12. Give an account of exa

e

< Tt

o relevant to otheps - but irrelevant to you
0 totally relevant to you - (describe this work in detail,
with photographs included if pPossible,
f Ca containing mysthue ~ Something about ke you don't
; understand
d. Any lack of continuity - where thepe might have been a
lapse and then the creation of seemingly vewxy different
work.
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13. Describe thpee of your 1lat

est pieces of work in detail “
with II
2 your deseription of its visual appearance |
B its source of origin
o what you consider itg impact to be on the viewer
d. what it_gggg for you
i how it differs frop much earlier work

Please include Photographs of work SO0 I can relate what
you say to them,
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(;EM["IELL BUTCHER

iion consisted of small and 8 IT. Flo et o
) O ed wall pieces, one large free
m sculplure and some drawings. In
m.hiee_dimensional work the artist
! ted steel treated with a matt var-
§h gave a surface refinement to
Wh'cwhich was echoed in the excel-
@ mg‘w_o ical handling of th'e material. In
font Lof the smaller wall-pieces a subtle
s'a\!'e’a was achieved using steel mesh,
pamony 4 worn brick which created fine
V"’Odanns of colour and texture. The
dystincﬁous of the gallery were an essential
Itawflof these works, with the shadow
glemen oflecting the tension and excite-
$hapes rcreaied by the diagonals
it aposed angles of the metal,
ement which was contrasted,
mphasised by the artist's

d obvious authority over

Bellast Shop Front Senes, o on canvas

excit
f perhaps ©
gontroi of, an

and dramatic quality of the
Thll’i sit;i‘;?;as not, however, reflected in
wa .E;lhef cumbersome and dated free
g::nding sculpture which seemed to lose
iis identity in its size and \yhlg:h would un-
doubtedly have been happier in an outdoor

situation.

Belfact Shop Front Seres, orf on canvas

In some of the drawings, notably those
using colour, space was organised to
create the same tension that emana!ed
from the small sculptures, both having
something of the quality of the work of the
American painter Franz Kline. Although all
the works were not equally successful, this
firstone man show had a confidence which
augurs well for the future.

trained tile-setter, Simone Rodilla just out-
side Los Angeles over a period of 33 years.
These men were naive artists in the truest
sense in that they created works of great
individuality using only the materials to
hand. Beside them Kathleen Bower re-
lates as a very distant cousin. Where sheis
lacking is in the use of her imagination -
she is tied too tightly to her subject matter.
And it is for that very reason that she suc-
ceeds as a social commentator. We see
Belfast shop fronts and windows as she
sees them. A naive artist, raw in technique
she might be, but she sees with an eye
capable of appropriate editing - particularly
in her straight-on elevational records.
Where the paintings are held together by
the frame ot a window or the architectural
structure of a shop front, as in ‘Mr Prichard,
Chemist, Lisburn Road’, they are like little
painted mozaics of colour, highly decora-
tive, very formal. Where her work fails is
when she breaks with the two dimensional
elevation and introduces complicated
rhythms.Naive artists, exemplify an almost
universal response towards colour and de-
coration and find expression with a direct-
ness and individuality which is fresh and

unfettered.

Jean Duncan

KATHLEEN BOWER

Octagon Gallery, Belfast
1December - 23 December 1981

Brelon said of naive artists: What has al-
ways passionately summoned me in such
woyks as theirs, is their explosive disdain,
their self generation entirely outside the
Cultural line assigned to our epoch.

Juan O'Gorman, the Mexican architect
IWho Was responsible for the design of the
digest external mural of modern times, ex-
Préssed his admiration of the work of naive
artists; Thgse breaths of freshness and
gur?. Cfeation, where the imagination is
a‘;'?oled for the_BXpression of freedom, are
i nderful relief in the stagnant academic
OSphere of our pretentious commercial
e n‘;m tllmes, and reveal the aspiration of
deco, ofthe common people, their love of
ralive free expression. ‘

These tw quotes refer particularly to the
atHait:g?a' of postman Ferdinand Cheval
imfor IVes, near Lyons, which occupied
almost half of his life, the ‘Chateaux
8 Chary. o> (Chateaux of Broken Plates)’
aord > 0Y Raymond Isidor and the ex-

“ordinary ‘Watte Towers’ built by an un-

Anne Davey Orr

ALISTAIR MacLENNAN

Crescent Resource Centre, Belfast
5 December 1981

»We've been educated to analyse relation-
s\rlx\il:s within arbitrary fragments o; wlhic;:e
systems, but not to experience un efrfyeegi
unities within these. Wf—)_concelve (0] : ”
dom as a relative condition deper}dien ﬁd
positions within political, social a

economic structures.
This freedom is not real.

With the world at our feet we drown in a
puddle. True freedom is unconditioned

and unconditional. The fastest runner
leaves no trace.”

This statement, written by Alistair MacLen-
nan two years ago, gives an indication of
one of the most dominant concerns within
his work - the desire to generate some de-
gree of mental, or even ‘spiritual’, free-
dom through creative activity. His perfor-
mance work has become deservedly well-
known in Ireland (and elsewhere) over the
past few years, but remains, for most
people, a private and difficult type of work
to come to terms with. When he enters into
one of his 12-hour or 24-hour walking,
standing, writing and/or arranging things
Pieces it would appear that he attempts to
focus his entire awareness on,the activity
at hand, in a demanding and even
exhausting ritual situation, whereby he re-
;:'o‘r;stitutes his freedom through his art ac-
ivity.

There is no doubt, given the context and
content of most of his pieces, that he can
attain a real and valuable sense of free-
dom during his performances, but this
freedom is necessarily as relative as any
other, and seems to depend largely on the
transference of real-life feelings and de-
sires into symbolic action, or symbolic ges-
tures. In his 12-hour “Hanging” piece at
the Crescent Centre he appears to have
made a more public gesture than usual by
using his old clothes, the agents of his
erstwhile public persona, as the central
pivot of his performance.

Each individual item of clothing was at-
tached (about head-height) to a separate
white string tied to the rafters, and ar-
ranged within a rectangular framework
containing eight rectangular units. Below
the clothes (mostly conventlonal-type
clothes like sports jackets, shirts and ties)
hung black polythene bags which prushgd
against the floor. The huge gym in whlcp
the performance took place was in semi-
darkness, with spotlights illuminating the
central rectangle. These were later
switched off and white candles were lit
around the perimeters of the rectangular

units.
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plack clothes, walked naked
g5 of suspended Clothes,
19 Carefully and with his hands

cr?is back. His head, genitals
jnd ainted black and, during
were &hich lasted a few hours
riods: tist resembled a primitive,
hegvmg cautiously but deter-
8 M ordered jungle of his
roug,obvious metaphors about
ireeing himself from restrictive
r(and conditioning) sprang to
“yere complicated and com-
the more subtle Vls_;ual_assocr—
he piece - in the dim light the
in metimes took on a sort of an-
© gothes hic appearance; the candles
'ﬁopom“rpsomemmg akin to religious
sagesied. dream-like images were
I Wllon;nind; and sometimes the walk-
: W‘ghugrt: looked shaky and vulnerable,

\ erect and confident.
omerllmes

o

] 's taut sense of visual order
e »;3&?: g;reat deal to the piece, and
f‘ "?te the theatricality of the arrange-
" e, lhere was never the feeling of a po-
llly embarrassing public “spectacle”.
\ arently the artist interided to give away
«rihrow away his old clothes after the per-
fomance - another symbohq gesture put
onewhich, in the context of this work, rein-
I' foced the impression that MacLennan is
one of the few artists around, who is
genuinely concerned with integrating his
atand his everyday existence. It will be in-
teresting to see if his persongl 'metaphys|-
cal' approach is sustained in its present
form, if indeed he is now introducing more
public or social referents into his work.

\ Micky Donney

CAROL GRAHAM
BASIL BLACKSHAW

Arts Council Gallery, Belfast
10 December - 31 December 1981

When a painter begins to explain-why they
Work | hesitate. Ms Graham tells us ‘| paint
ntuitively and wish my work to both chal-
Bge and seduce the viewer'. This viewer
Was not sedyceq.

g}?th the exception of the “Garden Interior”
dra;?d the two interior and one exterior
viewa(;QS, the other seven drawings canbe
assiduoas extr emely tight studies, almost
Vases b’s'y Copied on the other four can-
- ndoubtedly one can be seduced
epithetc ,mque: Wherewith McCluhan'’s
°.t;"9dlUm and message, if that is
Mirg ttf:?nf g Seduction. And one must ad-
Ofgragg or Ustry In describing each blade
Yet, on é wa'm entire equestrian epidermis.
fireg ang lde( Perspective moments are
ace it iMes, frozen, in time and
I the subconscious: the fated
d Subcutaneoys emotion.

5
r i " .

Slic Nude” is the only departure
8ful brushwork of the oil paint-
Only in technique. The myriad of

TH=vag,

N exercise on West.
N, the female nude,

;. Y=o Dbe g
ern ang greatest jcg

eral drawings
dow and Ca"; ¢4

Carol Graham, Open Window and Cat, oil on canvas

Why, then, is the challenge offered? Does
Ms Grgham paint and draw simply as she
sees, immediately and without reasoning,
which is one definition of intuition. What
captures her vision is instructive to a point,
but to disentangle compositional problems
S0 painstakingly in pencil, then repeat the
exercise in oil, must surely destroy that im-
mediacy of intuition.

Whether deliberate or coincidental, Basil
Blackshaw's exhibition fellinto two groups.
The first, hanging mainly along one wall,
was a collection of twenty small drawings,
principally wash and pencil, under the ban-
ner “Untitled Images”. With the exception
of two horse studies all were quickly-done
pieces often on children’s exercise book
paper. The one common element was the
speed and spontaneity of working. Very
broad or large brush-strokes so translu-
cent on paper with dried areas that left a
crust and egg-speckling to allow contrasts
of the surface texture. And very quick pen-
cil lines posing as grass and tree leaves
with tiny references to colour - yellow and
green. Hints of the arboreal and architec-
tural casually outlined by two or three

Basil Blackshaw, ‘House at Rostrevor’, oil on canvas

P
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Strokgs, Obviated those exercises in pat-
tern line ang texture and revealed the land-
SCape derived starting point. And yet the
IMpulsiveness wag S0 often subjugated by
his phlegmatic palette, a.point not lost jn
the other group of paintings, done in oil.

The other twenty-two displayed a number
of §ub]ec!s in a number of painterly styles,
which points to a handicap in the exhibi-
tion. As astranger to Mr Blackshaw’s work,
the_ absence of a chronological guide was
a little frustrating. The variety of subjects
included portraits of men and cockerels,
one of a dog, landscapes and gardens,
horses with riders, And like the smaller
wash drawings, some of the oils were done
In very thin paint, strokes quickly done, as
in “Green Landscape Dunadry” with a
modestly described house tucked away
dlscretely, “Cavehill” and “Frankie Bren-
nan, Ardara”. Against these were influ-
ences of post-impressionism: the portrait
of “Brian Friel” with a pensive modelling of
browns with Patches of yellow left a male-
able form in two-dimensions.

The single exception to his narrow palette,
“House at Rostrevor”, is much brighter
and lighter with small quick brush-strokes
building up the surrounding landscape on
only one guarter of the canvas, which is
otherwise almost white. Three trees stand
thin and tall about an equally sparse
number of blue lines which outline the
house itself,

Perhaps the most interesting are the two
cockerel paintings, particularly “Heany’s
Black”. Again a lot of thin paint, with just a
few colours - a black bird, light blue
shadows in a white ring, and a grey strip
right at the very top.

On the whole Mr Blackshaw's exhibition
was somewhat low key. Whatever drama
was possible with experiment, configura-
tion was still paramount.

Stefan Klima

NEW WORKS OF CONTEMPORARY
ART AND MUSIC — PART |

Orchard Gallery, Derry
11 December - 29 December 1981

New Works of Contemporary Art and
Music , a show compiled by Graefne Mur-
ray and first exhibited in the Fruitmarket

.Gallery in Edinburgh in April and May

1981, is now showing in two parts at the
Orchard Gallery in Derry. Part | features
artists and musicians who have been as-
sociated with the Graeme Murray Gallery
in Edinburgh since its beginning in 1976.
These fourteen artists were invm?d to
suggest another artist who'would llke_ to
show and these invited artists comprise

Part Il

The intention behind the show was to ex-
pose an area of work, which hitherto had
infrequently been seenin Scotlanq and yet
had regularly been exhibited in other
centres of culture in the world. With such a

i
|
i
|
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G Accompanyin .
ying this Questionnaire thape
Ly A lag : are four photocopies,
Y Opening a doop
Dy :
Scene in a plqughing field
8. Boy and violip
b,
Abstract composition
Please writ
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o ‘y can about the man in the accampanying
photograph, the type of person you think he might be, age
nationality etc. o8
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Thank you for seeing it through, and I hope it did not take up
too much of your time. If you have any additional comments you
) wish to make about the questionnaire I would be delighted to

accept ‘them.

Yours sincerely,

Sean O Monachain
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@Juestionnair 5

FORM B

oooooooooooooooooo

NOTE:

d ask you to be as self-analytical

ints I have not covered, that you
se would be

For this questionnaire 1 woul

as possible. There may be po

may consider relevant, and your elaboration of the

appreciated.

Thank you.
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If countryside - Size of fields, rocky barren/flat fertile,

forested, type of Yoads/ S oe o ala ot
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. 5 onment, do Slses
particular visual images of Y e any

< Place/s f’l

b, Object/s [E:j}
v

Ch Both | »

If 'place/s',

Please describe at length, as though you are
experiencing it once ‘again, -

If 'object/s', please illustrate and describe your dealings

in play or otherwise with it, emphasising scale in relation

to you at the time.

If 'both', differentiate and describe each as outlined above.
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1£f 'ves! lea :

1 Y » Please describe ‘the nature of your freed
has it been regained? eedom, and
LE-tnols

descri !

scribe your inward reaction to this, st
yous SR SoR S the time of the freedom you were not allowed.
Have you now gained freedom as a sopt of back-lash? If so
describe it.
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» describe your inward teaction, to this, considering

emotional reaction, Resentment: Withdrawal: Childish hate:...etc.
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a As you recall this peop.le en

w V] e

If 'yes', picture this image in e i

and try to ascertain
what you think s

that person might have beap like if you had
gotten to know him/hep,
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Environment plage
Environment people D

Same

. Draw a map of your present (place) environment, or (if thewe

are a few) your most lived-in environment.
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Are you happy in thig (place) environment?
9,

If 'yes', describe it..

describe in detail the Sort of place environment
that you would hope to live in,

W vt g WQL M~ Pace 4
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(b) To what extent did you make (create)? |

(Outside or inside of house?) - (More of which?) |
! 2
6 e
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(a) How often do YOu recal] o
1l

hildhood events? '
Tiack appropriate box,

(1) Never [:I (2) Seldon D
(4) Often E;Ejl

(b) Answer if you tickeq (8) o (4) wh

SRS

(3) Regularly

at type of situations
or stimulus causes You to recall?
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12.

=¥

l2a.

12b.

totally relevant to you - (describe thi
aH

- . § work in detai
with photographs Lnoluded if Possible | N

]
contalning mystique - Something about i+ you don't

o ?
understand

Any lack of continuity - where there might have been a

lapse and then the Creation of seemingly very different
Work. .
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Pleces of wWork in detaiy, } %
{
with | |
your description of 1ts visual appearance
de
its source of Oorigin
b.
what you consider jtg impact to be op the viewer
Cos
what it does for yoy
ds e
how it differs from much earlier ywork
€ :
| hat
Please include Photographs of work so I can relate w
N.B.

you say to themn.
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A lady opening a doop
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ne in g plopghing field

3. Boy and violin
L. Abstract composition

Please write a
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15. Write as
= much. as you can about the man in the acc
photograph so1 ' ey
. graph, the type of person you ‘think he mi h 0
nationality etc. L
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Thank you for seeing 1t through,
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and I hope it did not take up

onal comments you

too much of your time.

i wish to make about the questlonnalre I
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OCCUPATION, , SMRENT: sex.... Fumale

Qo b VS ot
g RET D DATE...72...,..4(.{,}.8.?9.....

NOTE:

ou to be as self-analytical
have not covered, that you
of these would be

For this questionnaire I would ask ¥
as possible. There may be points I
may consider relevant, and your elaboration

appreciated.

Thank you.




Allowing 10 minuteg only
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environment .
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As you recall this (place) environment, do you havg o

3.
particular visual images of
a. Place/s /
/
By Object/s l E |
c. Both V4

If 'place/s', please describe at length, as though YOu ape

experiencing it once again.

If 'object/s', please illustrate and describe youp dealing
S

in play or otherwise with it, emphasising scale ip relati o

to you at the time.
»‘/ If 'both', differentiate and describe each as outlined above
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Ifl f >
yes’ ,please describe the nature of this freedom

distinguishing between, Family: Neighbours: Teachers:..,.etc

If 'not : : ;
no', describe your inward reaction, to this, considering

emotional reaction, Resentment: Withdrawal: Childish hate:...etc,
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6. As you recall this People environment, are there any person/s
(that you might have known by sight) that stand out in your

mind (other than family)?
/

Yes! V/// No!

If 'yes', picture this image in youwr mind and try to ascertain
what you think that person might have been like if you had

gotten to know him/her.
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75 As you recall, which do you think is more dominant?
v/////

Environment place

Environment people

Same

Draw a map of your present (place) envircnment, or (if there

are a few) your most lived-in environment.
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Are you happy in this (place) environmen}?

Yes! ‘ No! /

If 'yes', describe it.

If 'no' describe in detail the sort of place environment

that you would hope to live in.
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10. (a) To i imagineg i
hat extent dig ¥ou imagine in youp childhood?

0% = Smie | hoad o fuids (churie 7 ov not.)
, SWM e MWM@ ow?) -
PLW ?Ldl¢3 angl lonell. el bﬂl@ﬁ+¢di@e | . 5

0 | Winaguad W'W%%m.lj@ i
Wc +aﬂw0fmmwwﬁw¢wm%@mw/
A M rtnedl 4"“6 the |bM|-MA7 (“W‘JJ — | was
gty olod b o1 o o dneam -wontd. | suffoned  from
f,mom wp Yo e wy@f 8 = commn v Chaldmen,  whe juek wand to suidd.
i{)/ v loedns iy pundt ov thakess.

(b) To what extent did you make (create)?

: (Outside or inside of house?) - (More of which?) ; |
e : (ollows | |
MW& | made dins bone-wwer |k waw )

o ; Uying - At Hlewn gq:mﬂ‘ Pl £
!W%H% el ¢ pulld e wwngp off botiflis pheq
uld be vy lie pole avd wok fly avay | enatondly WW“;.
hoaktuwty W L\W’ Loty lmmﬁla,mdo & wos
- prpmthto — nedlaes o daisize  heod adarnmeds B
Wﬂw,wwl >}-MW\5{‘ @{ lwte_d
| (whinid walboy okt wllig @A p gy B Bl

— i S vt

i g e R R [ N E 1

ol 5 g

I

bl

e ] o

flom.
Iﬂfw le W,embmm\hwwm&m CWAW "

2L .llo I‘]Dlla‘ll.‘illl I II‘IIUl

) - b vl W,J)LGV&’W Mvwa wolte
umMAQd \b- W_% A Cuaohwd  tmnommndd fov WMM ;JCW@ 0
haeel HQQQMWb:Lm&w,bwwW
e ! Ur i P,Mowg prndotd sl He  blakds
" %FMLLEO %a%ibugnmd -ﬁuﬁﬂ saived wils 4z .. .




e

1l. (a) Hoy often do yoy recall childhood events? [
Tiak appropriate hoy, l
(1) Nevep D (2) Seldomj | (3) Regularly
'DESCRIPTION OF ITEM ) s :l/
ILE/SUBIECTIR e e
|
sl & (b) Answer if you ticked (3) or (4) what type of situations
:'E;Ei?:}jwi‘g@_pf_fi;_ or stimulus causes you to recall?
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112 Give an dccount of
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the following headlngs ,”
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4 ;,‘/\\.\ a relevant to otheps - but lrrelevant +o you
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s 2 totally Pelevant tq You - (descmibe this work ip detail

—C With photographs lnoluded if Possible
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with
a. your description of 1ts visual appearance
b. its source of origin ‘
C. what you consider its' impact to be on the viewer
d. what it does fop you
ey how it differs from much earlier work
N.B. Please include photographs of work so I can relate what
5 you say to them,
b
|
P 5
< {H
:
I
|
\
N
4




b EAND & TS N To™N
NN EENL

N

14, i ] '
Accompanylpg this questionnaire there are foun bhotocopies

LA lady opening a door

2. A scene in 3 bloughing field

3, Boy and violin

4. Abstract composition

Please write a story on each of 'tﬁes'e.'

15, Write as much as you can about the man in the accompanylng

photograph the type of pewson you ‘think he might be, age,
nationality etc.

l)g‘e -~ lypreon ?3-

whoialil

Thank you for seeing it through, and I hope it did not take up

too much of your time. If you have any additional comments you

wish to make about the questionnaire I would be delighted to

accept ‘them.

Yours sincerely,

Sean 0 Monachain
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Questionnaire

FORM B

NAME, Fxdn g Lo NG R T

T T T T S U T S T TP SR

OCCUPATION, 7> p Ay / SE Y)uﬂz

Mf@«#m DATE.. AL 28R,

1d ask you to be as self-analytical
s I have not covered, that you
oration of these would be
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CLIEFS

e —

e Allowing 19 minutes only,

draw a Mmap of youp childhood
environment, i
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Describe this environment

(place) in £eographical tepnms,
E.g. If Street -~

type of houses, doop colours, factories,

rivep, wide /narpoy Streets, shops,
noise...,ete,

I countryside =~ gige of flelds, rocky barren/flat fertile,

forested, type of roads, sea op lake...etc,
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a., Place /s '[L;]’/ﬂ
Object/s [::]
G Both i

If 'place/s!

o

» Please describe at length

» as though you are
experiencing it once again, -

If 'object/s!, Please illustrate and describe

in play or otherwise with it
to you at the time.

your dealings
» emphasising scale in relation

L& theth!' differentiate ang describe each as outlined above.




4.

i 'yes', Please descpibe the nature of your freedom, and
has it been regained?

If "no', describe your inward reaction to this. Also, describe
your concept at the time of the freedom you were not allowed.

Have you now gained freedom as a sort of back-lash? If so
describe it,




If 'yes! »Please describe the nature of this freedom

dlStlngUlShlng between, Family: Neighbours: Teachers:...etc,

If 'no', describe your inward reaction, to this, considering

emotional reaction, Resentment: Withdrawal: Childish hate:...etc,
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As you recall, this people environment
(that you might have known by sight)
mind Cother than family)?

Yes! \//4 No! ’

If 'yes!

» are there any person/s
that stand out in your

» Picture this image in your mind and try to ascertain
what you think that person might have been like if you had
gotten to know him/her,

R
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As you recall, which do :
you thlnk is mo c
re dominant?

Environment place

Environment people

Same

Draw a map of your present (place) envivonnm t, ov (if there
are a few) your most lived-in environmen
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Are you happy in this (place) environment?

Yes! [:;;EE No!

Lf 'yes!

» describe it,

If 'no' describe in detail the sort of place environmen

that you would hope to live

e g Dol e Sl s




10. (a) To what extent did you imagine in your childhood?

Y woilh Mil Sorogined o LodT Y Mol mokl ey fprisads
f o e bgg o
| e T e

(b) To what extent did you make (create)?

(Outside or inside of house?) - (More of which?)




11. (a) How often do you recall childhood events?
Tick appropriate box.

(1) Never .:::] (2) Seldom | i (3) Regularly | \“

(4) Often

(b) Answer if you ticked (3) or (4) what type of situations
or stimulus causes you to recall? '




12,

=¥

C,

d.

12b.

Give an account of examples of your work to date under

the following headings

relevant to others - but irrelevant to you

totally relevant to you - (describe this work in detail,
with photographs included if possible.

containing mystique - something about it, you don't
understand

Any lack of continuity - where there might have been a

lapse and then the creation of seemingly very different

work,

.....
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13. Describe three of your latest pieces of work in detail
3 with
a. your description of its visual appearance
b. ~ its source of origin
Cs what you consider its impact to be on the viewer %
d. what it does for you
€, how it differs from much earliexr work ;
N.B. Please include photographs af work so I can relate whaf
you say to them. :
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14, Accompanying this questionnaive there are four pﬁotocopieS.

L. A lady opening a door

2. A scene in a Ploughing field
8. Boy and violin
4. Abstract composi“cion

Please write a story on each_of ‘tﬁes'e.'
; .
el IO | (fia .

Write as much as you can about the man in the accompanying

photograph, the type of pewson you think he might be, age,
nationality etec.

15,

Thank you for seeing it thro_ugh, and I hope it did not take wp
too much of your time. If you have any additional comments you
wish to make about the questionnairve I would be delighted to
accept them.

Yours sincerely,

Sean 0 Monachain
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NEWTON , DOUGLAS - Masterpieces of Primative Art.
Thames and Hudson. 1980

KELLOG, RHODA. Analyzing children's Art.

Mayfield publishing Company . 1970.

ALEXANDER, SIDNEY Marc Chagall

Cassell Ltd. TL.ondon. 1979.

DIARIES OF PAUL KLEE

University of California Press. 1968.

CANTER, DAVID. Psychology of Place

BAS Printers Limited. 1977.



