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GENERaL INTRODUCTICN

Phird level courses in the area of Art and Design tend to
te comparatively longer in duration than many of their
counterparts in other study areas, and in many colleges art
students have found to their veril, that the pest college
Situation is given very little practical considerztion.
“hile most Irish universities have cereer guidence sessione
$o nelp their students establish or find a place to work on
cempleting their studies, the same level of professionel
discussicn and advise is often absent in the art schocl
situation, consequently this thesis was compiled chiefly

for the benefit of art students, to give 2n indication

of 2 number of post art college situations.

Speeifically Sconsider for example the case of a fine art
print-maker. The initial financiesl outlay for even essential
ecuipment, where or how does one gain access to etching

presses, vacumn presses, lithographic stones, etc? mach
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item singly bearinz a price tag of hundreds 2nd in some

eeses thousands of pounds. Naturally in each city and

direscr W Ehus T in thils thesis T hiove ceniered my investigation

potential as
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centre of print-making, the studio opportunities available,

artists’ eurrentily
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worlkins there. Belizst in my opiniorn is a particulary

for this study for three specific reasong
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Firstly the only Printmaking Residency fellowship in the
Ehirty—two counties is offered by the Arts Council of
Northern Ireland, located at its headquarters in Belfast.

Secondly, this unlikely spot, notorious for its society

torn with war ridden angst, has become a haven for many foreign

printmakers of note. ZIastly as I am very interested in the
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wuman predicament that results from the political situation

erthern Ireland, was guite curicus to establish the
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Wiewpoint of ‘these arfists on the Northern Ireland situstion,

)

WitsheSimeciiiilcBconcern 0 confronting the issue in their work.
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Basically in Chapter One, I have examined the role of the
3 P

iy

Northern Ireland Aris Council in the area of Printmaking,
namely the establishment of 2 print workshop 2and a residency
fellowship schesie. Areas such as origins, current facilities,

future plans, and print related schemes are discussed.

Chapter 2, 3 and 4 centre on three print-makers working in
Belfast over the last year. Firstly a Mexican, Alfonso
YMonreal, secondly British born anthony Davies, and lastly

Diarmuid Delargy, an artist of native northern extraction. I

wish to make students aware that print-mekers of noted
proficiency are indeed working in Belfast today, there is
thus a vast sea of as yet, largely untapped knowledge and

talent. lMonreal currently hold's the fore-mentioned Arts

J

Council residency fellowship. elargy is the forthcoming 1988
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recipient. Davies abandoned the "system" essentially
he has established his own private print studio. While
Monreal and Dzvies give an insight into the traditions and

eulture of their origins.



elfast, and its influence

artist essentially diffe:

the common denominator or
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confidence in it as a thriving
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CHAPTLR I

TitIe: Print and the Lrts Council of Northern Treland.

The search for a studio, the need for access to resources and

skills, and the desire to find some kind of creative integration

into society, are by and large, the major concerns of any

young and "middle ground" sectors find themselves in &
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problematic situation. St

resotive people, when confronted with the desperation
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of this reality simply opt IoT the fine art of subtle compromise,

Thankfully aover the past number of years there has been a
shift of emphasis in the Arts Council of Great Britain's
appreach to the support of artists. A general mcvement

)

towerds supror:t schemes which encourage artists into consiructive

contact with their contemrpories and the public has teen achieved

tid
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(residencies in universities, factories, forests etc.).
contrast the situstion in Northern Ireland, whiIe as yet un-

developed in the the ereas of peinting end sculpture, hes

a competent print scheme, operating a stuaio workshop and

zesidence fellowship for printmskers. In fact as mentioned

in the introduction , it is the only full-time artist-in-
recicdence scheme rtresently operating in Ireland, north or
south.

By contrast printmaking facilities were very different in

0.
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In the late sixties and early seventies one witnessed an upsurgeé

of printmaking in Great Eritain, consequently in Northern
Ireland a dozen or so artists, among them David Barker, Bob

Sloan, and David Croft endeavoured to finance the establishment

of a print studio in Zelfast. Because of the initial considerable

financial outlay involved, the Arts Council 6f Northern Ireland
were partioned by the grour for suprort. ZIZventually they
were offereé a basic financial contributicen and studio space

ters building.

m

instheNold kittchen of the arts Council Headg
d was estatvlished,

f\)

Thus the print workshop at Stranmillis
and over a veriod ef time when the original iniating committee
4

disappeared, the Arts Council gained total responsibility for

5

the dzy to day monitoring, running, and administraztion of

the workshorp.

Today it provides specialized ecuipment and facilities for
artists wno wish to mske prints in the esreas of etching,

screen printing and stone litrography. As well as the usual
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hot plates, acid cupboard, zcqustint boxes etc., the
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Additionally they have recéived about five commission projects
in the last number of years, recently creating ¢nd producing

a2 hundred prints for Belfast's New City Hospital. A4s is normal

when undertaking a project of this type, the'initial financial

outlay is divided equally vetween the commissioners and the

couneil. It is hoped in the near future to be in a position
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to extend the workshop space 2rea,
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lanning ortocabin may be only
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selusion to cremped space conditions.

Phe main adventage of working in this type of group studio is
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to self-financing the eguiping of 2 sed studio

e

space. Naturally though, one musi b

m

avle to work in the company
ra
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poftebher people. As the workshop is operated on an "open"
cation system, artists from areas outside of print may
Situdilo'space too. In cases like this a
rk is submitted to the workshop manager, and
c

fo

certain competancy and artistic creativity must be seen
rder to be accepfed for studio membership. In special
s £k

2 ieﬂe{ of technical compe

il
disstre persen is tutored in studio procedure by

acguire e
workshop mcnaser or techricians. This highligznts another

s the importance of

mpetently, a2 professionzl
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At present there are twenty artists availing themselves of
the facility, among them such established printers as Diarmuid

Al fonso Lopez Monreal. The present
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Delergy, Kent Jones
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ee is eight rounds
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membership P
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twenty pence while +he artist is actually working in the studio.

Trinters availing ot the workshop on a constant basis through

ideration in Northern Ireland,
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the workshop is only availatle to members from 1C am to

uesday and Thursday evenings
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money is controlled iniftizlly by Jim Allen, who is the present
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budgetins decisions, Erian PFPerran, visual artis director for
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while the workshop provides facilities for artists to extend
their graphic range by working in the various print processes,
the Art's Council's continuatiocn to operate there a residency
fellowship in Frintmaking, has been influential in making
2elfast an important print centre. This fellcwship scheme

was first introduced three years after the studio's
origination. <im Allen was the first artist in residence
Halclaiin 979,  his contract with the council, originally
Horraryvear progressed into three; todsy he's still there,
her notables such as Kent Jones,

Namaaene il Enic s S Ceven BEarrailough, and Eprahim shrari

homelaMsecensresident erticsts at Stranmillis road. Currently
the fellowship is held by Alfonso Fonreal, a mexican

artist who has been its recipient for the last two years,

but in 1988 Dizrmuid ITelargy will become the Ifirst Relfast
borniaetist 1n resicence. Last year among the Arte Council's
touring exhibitions wasizridtmekers in resiiencét this
comprised a selectior prints by the five artists whe held

the fellowship.

The primary aim of the Residency Progremme is to allow the
holdenBalderec of freedom both in ~ terms 01 Time, swpace,

f his/her own work. In fact

ment for 1985/86 was

interviewed for the position. Jim £1Ien and Erisn Ferran 2re

permanent members of the four man interviewing panel, the

sl plalcesibedne Sidled by Arts Council committee
gembereciain odalidys the chosen printer is invited to the
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Edited Interview:
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That have been the advantages of being artist

t it is always a struggle to survive.
With this fellow—
reet

S
One must find money to live
can be much more relaxed, and at least for

ané more Mexican. The imagerv seems to reflect the
Pre-hispanic Myth, it's past and it's characters.,"
do you think this happened? Do you think it's

something to do with the Artist in exile syndrome?

, 1C Now amazes me to see my own country from an

outside position. %When you live in a country some-

Mexmceon Bt ust hopoens in a natural way.
Hickey also define

7 would you agree with this definiti

Al Del L

2agree comnletelr
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used to define a literarv movement in Latin

it
America. For us, as for many Third “orld

Spvery: must: nart of our
realifty. For us the distinction between fiction
no importance; we live equallYy
in both: btoth are part of our evervday existance...
Critics alwavs need to define themes; however that

recisely what it is abcut, but wes, ves

LR ¥R
Sebacan ha,

ARDe t William Havter won said "Saught me fo rely on
my subconscicus", is vour subconscious the core
OF v eUT SWaric?

AM. It plars an important part in it. “hen I am
working everythink comes at the same time, T
never really know a2t the beginning what the end
resul®t will be, That is why I belizve very much
inlTerleing as a dlscipline, To think about
masterpieces is Just not enough

A2, ¢ In Belfacst where social isszues ars sc prominent
whather if's the political situation ar whatever
do wou foel at anwv stzage the nezd g male 2
cepscipus comment ;“9”* what'!s actuallr hanpenings

Bl < EpuisEmoihapaon in ©ime but it's asnsother thint ¢
gealelcns s Eoxse, ., Since fthe present orabiane
Peseniiogn > ilisenaracion of artists have gnown =i

B linporten s forime now, is that T dilgsnas
e Nieceiestilsoe g particnlar iccue; 55 5oEs
constant oresence that T am alwavs zwars 5f, ;
Drazently, don't f2el verr much nart of +the
gl isihera T'm not from hers sz2...
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SelvoulidoiiEirule "out the possibility that it
m2y come into veur work though?

You said "I have so much religion in my life that
I reacted against it, not an intellectual reaction,
batiantinstinctive one'". Please discuss this
concept, it geces back to growing up in an old
Convent;... the idez that entered my head was the
'holy wars',... very simplistic as to what's

hapnening ncw I lknow, but I wondered if that had

PhoEsiish ol b Eoe isimplaistics, .. As a child T
.
L

h relicicen, I even went tp

a2 geminzry Zor 2 time, Since the time T was
fourtesen I have never entered a church bui stilx

Generally, Mexicans have a very relisciosus
sducation, but the system iz very different £,
that in Ireland. Mexico Catholicism neads +5 pa




AIP.

AM

RINES

A.M.

branckh of religion; much of our behaviour in

In scme of your prints you've simplified Ged 1like
images, some I thought resembled iztec Symbols;
xr

mavbe as if vou'd developed

There is ne such thing as ngoular art but the
nonular ex—ression ¢f 2rt., HMeny 25th century
Mexican artists have been influenced by the
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for inspiration in ocur tracitions and culture
re endless. For me it's almost like a defence
against all these new business magazines,
television, etc. Sadly we have a new generation
of artists now, who are it appears, totally
influenced by American Magazines... I would rather
be influenced by whatever I have in my own roots.

If you had to define your strongest influences..,

Thers are manv. In Mexico we are very mucn aware
of the EZurcpean Art Scene, but at the same time

we need to kxnow about our own artists.

ouriancient Gocds. Thiz mixture is pracisely what
20th century Mexican art is ccomposed of,
Bz ¥s11 see your ar: 2s a vehicle of communicatispe

hzs %2 leavs +

s i e - - £ Y a
il D

studio: it must go somewhers, 1% must e viawed y,

3 + + £ i+al<xr =rr +
Aather pesnle, and it must definitely =rY7 %O say
T4+ miig+ ann '-"""l-’-"'"'%""" o 0‘:1-'3:_" NenwT
acmethinz, It mustT mesan SCMetnlils -=C%Ls
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if one is to succeed. I don't know how much

I succeed myself but I do definitely try.

es of your work to discuss,

Q

I've chosen two pie

'Ata! and 'Atelier

Firstly, 'Ata' this is a spanish word, it means
to tput together in order to find a clue, a game
really. At this time I was working mainly in
college. When I arrived in Belfast I spoke very

little English, so every time I went anywhere, 10

+the supermarket even, all I saw were these words and
names on products. FEverything was a collage. Thus

in my work I chose this medium to more or less put

o
things together in a deliberate way, in order to get

With that particular piece "Ata", even though it was
t, my thoughts at the time were
o

na. Originally when I

moved to Spain, General Franco had just die The
whole mood in Barcelona was changing, there was a

n
1ot more freedom for people., A certain craziness

re were 2 lot of important changes in
n

(D

o}
x¥ual behaviour, a W openess, there
a ticism around, T lived
in the old part of Barcelona, renouned for it's
nall dark streets, it's drugs and it's prostituteg,

Filtrated my work in the form of

this particular print some small drawings bageq

on 'my street' in Barcelona. There were pubjljg

showers and baths on it, these for me alwayg relat
e laty

to some erotic type of thing, People going iy . .,

20]lap
¥ av_;,es,
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out of these places, 1t was very erotic yvou
lenows ang I gust tried to put this down.

We've established vou could define wvour work
as 'magic realism'. Here you are making 2
social statement, yvou making a2 statement in your

own way even though youre not Jjudging.

Naturally, my work is always based on some level
patrealbty. " One must work from the experiences

one had or knows zbout, Always in myv work at least

i

the starting point is to do with some sort o

o -}:;:.'I,'QF'_ over.
23 =E4ets JYVECL

'he other print 'Atelier! you have handled totally
o v

. Lo HiaSe, . )
fieelth i 50i s o very new piece, 1've now actually

re is obviously a dream like quality, wu

No. nobody was working in that medium, I 2lwayg
wanted to try it. You find qualities that only

Mezzotint can give you. Actually I was Surprh%d




JAXOM.

Gl

to find one of the greatest mezzotinters in the

in the world was an Irish man, James McArthur.

Ves, it was a traditional technique in Ireland -
A

1Atelier!, this was executed more recently in
Belfast.

Yes, but part of the imagery I used in 'Ata',I'Vve

reused again in 'Atelier'., DProbably I based them
both on the same drawing or something. Again, it's

very much to do with this Collage thing. In one

ieces of work you've chosen are very

etc When you're actually standing in front of
e paintings the impact is unbelievable, those
images have staged very much in my mind. ‘'Atelier!
is 2 metaphor, a metaphoric way of portraying the

ted with his own work, in his own
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sELls part of a series entitled 'Artiss

oks at the history of art, this
is a2 subject that's been there for generation after
an be very egotistic when
. Just myself

2
rint is all about the
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sel in my painting Dig
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add an obviously Irish touch %o my work, while ,.
the
o

same time in my own contribution I was thinkin, ..
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Zacatecas: of all my personal heroes, my
childhood toys etc. Naturally the question of
religious infiltration again arose. 'Atelier’

Siseoaoinrarcollage in a sense,

So the residency has been an advantage in that
vou've come in contact with Irish Artists who

have had an input into your work...
Very much so.

You've both learned from one another.
Absolutely.

In Ireland print-making tends to be regarded
very much as the poor sister to printing and

sculpture.

This is a big mistzke, all over the world print-
making is taken much more seriously., Artists must
realise that through the medium of print, one is
given a much more excessable wgy to communicate,
Prints are editioned, thus they are cheaper and
more easily available; they are also quite easy
to transport... Prints have also had a very
consequental social importance, originating fron
the civil disturbances in Paris in 1968 for
example you will find the most wonderful prints,
Established artists, gallerys, and college of

s for change. You must have mops

s
bitions etc. Only then will you haye
d

National Coliege of Art ang Design
'LIBRARY
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GHAPTER 11

Conclusion: |

In Monreal's print-work his inventiveness

overflows into bewildering, lavish detail, but the

detail is carefully harnessed to enhance the main

thrust of image or meaning. Without exceptjef

regardless of whether the artist!

is bulls or bull fighters, or reclining nudes, he '
re point of rest or poise, bringing a

fresh eye to familiar themes and even familiar

compositions,

Monreal's use of mezzotint in his printwork is quite
a recent development, and indeed he has handled it with

an enchanting degr

(:)
Q

delicacy. In my opinion, the

strength of his work lies in his use of mezzotint, it's

subtlety and variety of texture, combined with a

powerful modelling line,

Monreal epitomises for me, the growing trend of |
foreign printmakers, who are congregating on Belfagt |



sation — Jamshid Mirfenderesky.

A Penderesky Art Gallery Pub. - No.2

Alfonso Lopez lionreal - recent prints, 83-86
Text Ted Hickey
- Pub Arts Council of Northern Ireland.

 Alfonso Lopez lMonreal

" Introduction: Paul Muldoon.

wur

:-75@%ﬂversation: Jamshid Mirfenderesky.
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CHAPTER %: Anthony Davies

Introduction:

Anthony Davies was born in Andover,Hampshire in 1947 and since

4983 has been living, teaching, and printing in Belfast.

o+
51
mn

Davies I felt had to be included in this is because

B s thcfew, if not the only printer of any note in

Belfast today not availi of the Arts Council Print Workshep
facility, indeed he has established his own full eguiped
studio space.

Pavies works mainly on series of work,exploring different

scenes of direct and indireet savegery, the ultimate urban
ngst, — the struggle of the very young and the very old,

the conseguences of divorce and diminishing health facilities,
the struggle of women for ecuality and the rape of our natural
resources, are all among the many ,injustices that have been

propelled inte his work.

As a print-meker, Davies is very conscious of the importance

1

ofi preparatien in his work, in particular the importance of

e
(4]

drawing 28 2 basis for his printwork. "The drawing is like

n
@]
=3
(o)
(—i..

e, that is hing that's worked on, if it

D“

ing a hou

UJ

does 'nt work its changed, so then when you come to work on
an etehing you can simply be spontaineous, you do need that
sort of solid ground work to start with".







Edited Interview:

A.FP. Bxplain to me the situation you were in before you arrived in

Northern Ireland and why you originaly decided to come 1o

Belfast:

A.D. Firstly I moved to Wales in 1978 and I set up & oprint workshop

in Chapter Arts Centre, Cardiff.. Most of my teaching experience

o do

et

was within England and Wales. An opportunity arose

some part-time teaching at the Ulster Polytechnic. I ¢

03]

me

to Belfast on two visits and basically I liked the place
My work had been going in a social political way Ir South
Wales I was very interested in the BRhondda Valley, (the decline

of ‘the steel work's/mining, etc.). At that time there were

something that I was looking for
% g ~ Sy o e 2
In South Wales there was always this great thing about giving

birth or dyin

(012]

2. waere 1 came from in rural England nothing

seemed to happen, people seemed toc live for everc: This wag

By fiagt introdnetion to g working class situation I'm more

or less middle class...

NS
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ACF. So $he position coming up

feeseetiiing more in contact with reality.,..
ATD. B think so because my work is about reality.
artist one is always an observer.

Ghils sort of integrity and integration in art.

pesitien in Belfast came up, and at that time I particulary
Waniteds ©0 20 and be in Belfast. The situation in South
Wales was getting a bit too cozy. I needed the change.
; 3 i
A.P. Too enclosed? |
|
AT, t was in a sense but also other factors arese...  There !
I felt an outsider somewhat, perhsps becsuse I was 1
s L D
PEimismaker ... Tn Belfast I got a 1ittle house on the
Sliowe Bead. ' It's quife a heav: protestant area, but I felt

within it...

A.P. You felt part of the cor

i S E
z,h'_L].nl L»,_}' s .

A.D. o a certain extent... People alwa
Fani. ¥ feel artists should be a bit like thi

You have to get the work out. Basically your talking about
being on the scene one month and being in the studio for L
gix.. Bul yes, coming to Belfast was very important. Whep :E
aevived, © did'nt have a studio, so I had to decide where
te work. .. 4

in the Polytechnic w

For me ther

ys know me/remember who

as Godsend

Being an

e must be

The

but naturally
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(My ambition is to produce a series of work every twelve or
eighteen months). Pirstly I went to the print Workshop
(@renmiiis Rd. ). 16 was then I realised that everything

in Northern Ireland is controlled by the door attendent.

Y

or security reasons access to the workshop was limited; it
opened at ten-thirty and closed at five-thirty. This didn't

Sutaemc e Perconadily 1 like to start early in summer .

(@)
(1)

beeause of the light, and I work through until sewen or

eaphéoAlso T've always worked at the week-end's... I :

Rawelveawektadone; I do tend to get a bit light headed

when I'm printing. Alwo I'm temperamental. I don't want {

RaE e elslio b o other people. Se basically I had to find

SemeElWREce "else 60 print. (I could'nt work in the Art College,

sheyswerec only building i& at that time)... [y present

Workshop is like a doctors operating room. I must know
Rhcremcueryihine is, 1% has to be spotlessly - clean; I
ean't work in a shit heap basically. Beccuse at that stage ﬁ

T did!'nt have an aprropriate studic to »rint in I worked
-l -~ ; 3

pa A number of projects in my home. Firstly a series of
EWenty-—six drypoints: 'The Urban Portrait, 84!, and 'Les

hem just using

ooy - o

ink gt home. 1 a2lso started a series of twelve lino-cuts, ]
*The Wasteland'.
Sellnge about moving into your present studio .... ‘




, Urban Portrait ‘84 No. 18 drypoint (copper)
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The studio is inithe Queen's Stre

the read i1s the prtists Collectiv

a couple af filocors here which were

help of Jim Mclvor and Alf

accuire the spsce..
@ereons el G arts... I needed
secure, obviously now I've got a

admiratio

.
~vmon ot
Ci.et L

I've always had a

aFtists whe've gos their ewn full
Self sufficient?
['ve got my own library, obviousl

them,

around

)
«

Fosah wouwld be.. Thewhole

I'm

tunate in

Hh

economics. o]

=

buildings sites for two years and
I think for a lot of people
Now obviously the print workshop
1 needed privacy. Also you have

print-making is

in general...

about where you s

et area of Belfast,over

€. They actually had

use, and due

ey Crilly, I i

managed

own wey are almost

a space which was very

lot of equipment here.

T Qe

¥ equiped spaces.
¥ I need 2 lot of references

students with

etimes, they have not
on't know how they work

the only option be to work in the

about print is the
I manageeé to work on the
I bought my presses

then

place to vork,
to consider what you think

the world

[§)
®
|
o
=
=

of art
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“URBAN PORTRAIT ’84” No 21
drypoint (copper) 28 X 28 cms
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You must realise who you want to work with. Who you compare

yourself with... I'm not in the business to make pretty: pictures:
Would you class your class your work as social realism?

S youswanwelapelsh its ex pressionism. I like the idea of

X a

combining not academic drawing but study, with:something

€hat's quite free. I admire Beckmann,Grosz, Dix, english

0]

artists I suppose Edwards, Spencer,( ) I'm impressed by

German new wave but that's more the dynamics, the mechanics

thisigreat social political thing, I'm not a raving socialist
EhenE e T pretfer $0 class myself as a humanist. I'm
interested in the human predicament. Theminers strike was

very interesting especi beceuse of the woman's movement

ny

—

—
(<:

whakiideveloped. Women rule, and t is is very prevalent in
Northern Ireland too. Men becdome involved with the I.K.A.
prathe warious protestant military organisations; they are

i pEigen for five or ten years; it's the women that are left

£ -

making a picture without figures, although I

lave approached
the idea sinece I've been in Belfzst. I've used flats; if T
But a2 particular drawing of 2 flat complex in poeple will

Eecognige " fie axed, Shankill, Fall's Road, Divis Flat's et

emotional autobiography?
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e bic el about me really. A percentage of it is varies
series about the break up of my second marriage. It is like

-

andexoreisn. If I did'nt print, I'd probably be.in prison
somewhere because I would'nt know how to express myself...
e st tie moSt wonderful thing. It's about

freedom; you can basically draw anything you want ete..
Edward Lucie-Smith wrote of yocur ime

prophetic andcompletely contemporary, perfect statements of

o7k IRl e c T =
the moral diseomfort of our time, " ( , any comment?

destrey you. Someone like Edward Lucie-Smith I psrticulary

Bama e Foldogwing theshowing of a group exhibition last

year, 'Built up Areas', the art critic's said I was the voice
i conseciously worked in that direction,
4-

Bt neople see it in my work -~ great. The idea of my

consempprary ic wery important to me. We do live in quite

.

gencration, (who really would not want to know), I've got
to understand my son. Now in particular his involvement with

the National Fron, that was something I could comment about

in my work. 'Les Miserables' was thus a very personal serieg.

ot

its about him and his generation. It was'nt dealing with
the sort of people who go to Art school; who have the ¢ levelg
4 3 fel

and A levels. Instead it eentred on the vast majerity of
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People who've got very little...

A danger of your work becoming too illustrative/propagandist?

Propaganda, that's an interesting wor. I don't know because

¢

that could be 'linked with a political stand, 2nd I don't
know where 1 stand on that ... Propsganda, well for artists
who worked in the depressive years, in the 30's in America
for example, (Bellows, lLevine, Snan(d)), TS think it must
play some part. They could probably turn their hands to a
doteatthings. FKor other artists who continue in the very‘
same vein, you sometimes find their work has no communitiwve
waliuesatall . " He/she bas to turn towards the public; not

bending over backwards, but it is about communication. When

t they dont understand my work, that annoys

me. My pictures have many pathways leading into them;
there is many things one can comment on... It's important to

me that people either like or dislilke my work; to be dismissed

/ignored would be the ultimate insult...

e N Work tends o be a bit strife ridden, thus it repels

ﬁo.I:’.

some people, while others acknowledge this angst and strife,

frnterviewed Northern Ireland artist Dermot Seymour (e)last

3 S = Pt > vinitan ths 4 q ST JY o -
year. He was of the opinion that outsiders who came over apg

nsed Northern Ireland as a reference in their work were simply,

> atmeT

W ar-tadln hm".‘ o A
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Weethering informetion to illustrate preconceived notions'.

Comment? also ideas you had about Northern Ireland, have

9]

they changed since you came to Belfast?

I agree with Seymour. In a semse I'm treading on dangerous

1

Eraund too. I've only been here four years, but the angst

ridden situation is something I've been dealing with in my

my work for guite a long time. The whole fact of being in

Belfast helped to develop it and naturally in a sense I

. -

do approach it from a different stand point now... This
s a violent ‘plaee, not just political assinations but the
treatment of people in general; when people are murdered

you have to think about what's left behind. Also the level

(£)

R

ts (through the likes of Robinson

(9]

t exis

m

of intimidation th

Y]

ete). The whole issue of security; people are fiightened,
but they still managed to retain this amazing traditional
natural friendIiness. This coupling is represented in my

present series. It concentrates on the protestant movements;

£ with Scotland; the sort of Presbyterian

@]

ke 1ink they've g

@alvamist influence. There is a very deep religious thing .

T now think that the protestants are the ones who are

scared in Neorthern Ireland, not the catholics.

Most of the pecole I've interviewed to date, I've distine
2 ’ ctly

thies lay...

)]

(A})

known where their symp
¥

Well, 1 am but a guest in their colnry. PFPeople couild accuse
fie of having a slightly mercenary stance. I think this ig
iy tone 0 Tl not any different to a reporter or SOmeone

who is doing & docugentary.

R -
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Would you agree that their is a lack of political commentary

in the wvisual arts in Northern Ireland? The only artists ;

we seem to see down south are Seymore &nd the Delargy's.

A4

T dont know if I would want a lot to come out in a sense,

one can go overboard about it. Cbviously vou've mentioned °

a few artists there, they attacked it in difiexent ways.
I was very conscious withmy present series that it was

2 bit up front... I stazted it the first of June and I'm

pretty well finished now. There was a2 time in August

when I thought, thiis is being a bit heavy,... Almost like

the sort of steel fist in the velvet glove, that sort of

(

undercurrent thing..s. If you feel it then you have to put

L
-
+
Gt

it down; perhaps in my situation I don't alk too much

Yes, what I've always been very strong about is that being
artist it is guite an exciting 1ife but for the vast
majority of peoplelife is a pure Toutine ... The whole thing
about modern society is that pecple just want to grow up

ra don't want to be boy's, girl's don't
want to be girls.

)

So we're never happy with our lot...

o ol 2

o

Yes, people on the iube, they've got smart gear, they alwaysg

look 28 if they are in a hurry and doing interesting tiingg,

sy
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You walk eround the streets of Belfast or Gardiff. You'll

see many young girls with two or three children looking

not exactly knackered.. The continuation of the race really.

Teople always have this great thing sbout having ambition

when they're young, then it slowly soxri® of evaporates...

when I was living in Seabourne Parade (off Shore road, Bel

They would come out and

the street was full of old pecple.

clean the step and grill in the morning about half eight.

That was their day,

Then they'd go in, and sit by the fire.

+the meals;dhe main thing to keep them going... I don't te

)

very much about artists, the people in my pictures tend to

i

be anybody really.

NPrintmaking is my mMeans of expression, the way I
o £ 3 o

You said 1 ing

wish to communicate my thoughts, fears, solutions, to the

2N
publac®, (é”, expand on that, why prant?

Well, initially wanted to be 2 sculptor. What I liked about
scul pture was you had something to work on something rhysical,
I've worked a lot on the buildings, that

thing that interests me a greatl deal.

idoennd T e

3 process. 1've only been using CODper for the last ten
v i could work on a SEries; I've always worked on
a couple of plates, never working on the one precious object.

1
1 like thewhole ides of a vrint workshop, the eguipment,

do not paint... I can achieve everything I want to say

the medivm of printmeking (basically doing etching
b

through

lithography, lino, whaztever)... The only thing is the sizg;

that does bother me.. 'mm“egeomnmw%i

LBRARY

S .
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7'd like to work on a2 big series of wood block's or lino
cuts. Something that I can be a bit more physiecal with.
I've got an idea of doing this next year, but then you've

1

cot to consider the cost of hand-made paper.

You said you'd find it "difficult to recommend even one
'l 3 3 - n (h) I} 4 e Fv $1 .7 .
British print-maker", , L want to get back to why you

thing print has this poor sister image 7

Its basically because of the Art school situation, the people

who teach it, students are very young people. They need

Bill Crosier, Jdohn Bellamy, MNorman Ackroid; people who were
d

¢ing o 1ot of work, showing it, and having great fun at the
Do you think that would sum up the situation in art colleges

Wi Eirctily, in the world of art in general, print-making
fends to take third place 2long side painting/sculpture...
PNl spend my life trying to put that right. 1In specific
situatian, you have to have a personality
hink that's one thing you've got in Dublin;
if nothing else S8teve Barraclough (3 is a personality. The

art business is about @ strong romantic thing with a hard

strezk of realism (2bout how you're going to succeed)...

fibhink its very easy for people to srend five years in collepe

printing, then disaprcaz.
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In my own ccse its been quite a steady gradual thing; but

I'm still long way from it.. You have Gto be consistant; you're

talking about being consistant year in, year out. T!

the disadvantage of teaching Eh@ you can be Lthere, its a very

nice situation, you can be surrounded by people paetting

each on the back. But it is in the studio when you're just

completely alone with your self-motivation, that whet counts.

Evhibiting opportunities in EBelfest?

I want to exhibit whén I want to exhibit. I'm not particulary

interested in mixed shows. If thev 2re open in the mainland
. is y

]

they are abroad, or they are prestigious, thats alright. I'm

; ; ; o Il k : : .
showing 2 new series in 'On the Lall‘( ). I like showing there

because the gallery administrators are tery professional, and

(=)

they 've obviously got links with Dublin. Duplin is a very

important area. I'm havipng a show there in the Hendricks Gallery in
June ... I basically want to \show on my own... You can become

seem To show in

n
ot

too exposed in Northern Ireland; people ju

n

everything. That does'nt interest me.. Also for each exhibition,

work must be framed, so you're talking about a practical

L=

thing. ZEven so I do show in guite a few print Beinnials all
around the world.. @ think the gallery situation over here is
very good, but if somebody’s bought a couple of pieces of

your work, then thet's iT... The percentage of buying public

ijs wery small, but there is commitment here, especially compared t,
somewhere like South Weles.. I mean particulary in the private

galleries. T don't really want to say too much about the Art's

Councili.

e e S it B
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Anthony Davies.

Conclusion:

Anthony Davies is indeed 2 prolific and skilled printmaker.

His work is both technically competent and ambitious, and

especially in his

use of colour.

stone lithography :one:finds an ingenious

Tndeed though to be criticelly articulate one

must add that in some lithographic pieces, especially for

example The Modern @ity, and New York, New York,

seems 1o be over emphasised. here is no attempt
medium of lithography into anything other tha

technique with certain attractive properties.
and spontaniety seem stilled 2% times, perhaps Da

<

technique

t0 make " the

an a reproductive
The creativity

vies, has to

remember that technigue alone is not enough. From the point

of view of this dissertation though, the print st

unsurmountable opportunity to accuire an immence

Davies has declined to define his ork as Social
i would agree in that his prints are not 1in any s

udent is given

technical

Realism, and

ense a realism

of direct observation. Rather they are edited compilations-
I o)

images, drawn from the city sireets of the world;

of New York, Brixton,
interspersed to give a complex ninner-cityscagpe,

n. Indeed far from being a

et

guotation and il

normal sense of the word, he is concerned

in any
impossibility of social realism, and as such the

e secial relations.

z2uthe

ht' ef the ghetto.

centering

Inmages

Ebbiu Vale, and Belfast are edited and

editing of

(=]

social realisp
with the

iﬁpossihility of
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He boasts "my print rocm is like a doctors operating rcom",
and from my encounter with the space I consider this comparisol
apt. In faet I would go as far as to say that in the consideratio®
of space, light and organisation, it was far superior to that
of the Arts Cauncil print studio at Stranmillis Road. In these
days of economic recession and curtailed government fundings,
PDavies sutdio is a monument to the determination of one man
the fore-running text,
he laboured on the buildings sites to acquire his printing
211 the while nightly working on series of drypoints

and wood-cuts. Indeed 2 guiding light to all students and

Founr artisbs. Granted as he will freely admit, Davies is
semething of a fanatical character, but he has paved the way

kers especiatly, to get up off their behinds, and

k.
(=)
|-_1
S

O
m
)

nake things happen for themselves. In the Belfast

genuine hard work must be common place on the road to facility
development, and thas nsturally, artistic recognition. Davies

capabilities, turned his back on what he considered unacceptable

Arts Council facilities, worked outside the boggling institutions
of red ftape, and today has not only a private studio space on

SN e W that in 2ay Irish regional art college, but has

ahtalned the potentiadl of a first class printmaker. A man 1o

B AT S T T

- Ao piggthh 5 g T
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CHAFTLR 3

Title: Anthony Davies.

(2) Artists Collective.
Set up by collection of ex-students
needing studio space.
(b) Beckmany, Mex (1884-1950)
Grosz, George (1893-1959)
Wiw, Ohto (1891-1969)

tanley (1891-1959)

(e) "Peter Grimes and Urban Frontiers!
An exhibition of prints by Anthony Davies

fleetd "o Bdward lucie-Smith, April 1982.

(a) Bellows, George (188£2-1925)
Levine, Jack (1915~ )
{e) Dermot Seymore, Interview (A.P). ‘

(£) Robinson, Peter

- AT

ThasenisE M. P., Northern Ireland.

(g) + (n) Quote from Anthopy Davies

"Some problems with printmaking",

girca NHo. 28. Belfast . May/June 1986,

{33 Head of printmaking dept. K.C.A.D.
(k) Art Gzllery, 99 Botanic Avenue, Belfagt
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Ehapter 4. % Diarmuid Delargy.

Introduction:

" T regard myself as a European aptist , and at this point
intime I find it very diffiault to recommend one British

printmsker", (a)_ When Anthony Davies made this statement
feGhe toyval Socieby of Painter, Etchers, and Engravers in
3

1685, he evidently omitted to consider the work of EBelfast

BosuNarinter BDiarmuid Delargy. Although still in his late
twenties, Delargy's work has matured and developed to such

an extent since the completion of an M.A. course in 1983 (Slade

London), that he is now accepted as one of the foremost adverseries

iy - malking in the British Isles. Anthony Davies also

infers that there zre "no British printmakers worthy of

m

@HE pecroen shews in Cork St., the I.C.,A., or wherever". This

f find bard to comprehend when even in Ireland alone there are

the best printers (Devies himself, John Kelly, and indeed T~
Biarmuid Delargy are examPles). The Arts Councils recognition

Delargy's talent was substantiatéd in 1986 by the granting

(&)
i

Ao thotlsand, five hundred pounds bursary, enabling him
Gon Wbk for a year in the 'Avtists Unior' workshop in Berlin,
West Germany. Also he has been awarded the artist in residence
ti

il printworkshop of Northern
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Delargy's conceptions andideas in my opinion are definitely
more directly party politicel than that of Monreal or even

Davies, this follows through into his work, (party politiceal
in a world where cows and pigs represent people). Although
form a nationalist family tradition himself, with the mass
influx of protestants into catholic areas in the nineteen-
sixties, he grew up in a leyalist ghetto. The connotations

of this boyhood experience, (antagonism, segregation, ete),

£i11 guite evident in his work."The old Ulster poet John Huet

s
said, 'these stars are ours as well surely,' at one stage I
thought they wanted to telke my stars, and they thought I

(B

wanted to take theirs, but I dant ! .  Thus because of this

*

(ol

fast since the late

}._l

N

political sitwation which has existed in Be
sixties, week-end retreats to the country became guite
common for youmg Delargy, this is also recaptured in his work

today, having a striking effect on the imagery he uses.

Bdited Interview:

o
(r)

Your Subject metter, its essentially rural; - landscaypes,

animals, etc., why coming from an urban war-torn society

=7

are you using this sort of imagery?

There's a North Antrim connection in a sense because when the
troubles got bad in 1969, Dad took a small cottage 1n Robridge,
A famine house. From '69 to '78 we'd go down... Belfast became

like a vacumn, kids getting

i —— L —— -
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sucked into peramilitary organisations like cannon fodder,.--
its simply as a kid I worked on various farms, thus I have a

whole rural sort of ambience in my personality.

AR so your imagery isn't a cop-out ?

B, No there is a connection. Essentially the work is some sort

of a metaphor or an analagy too, I suppose thehuman experience..

The use of the human face and the human head for me has
presented some difficulties which I'm still trying to refine.
PThere is the whole classiczl image, the modern trends, hair-
do's, fashion, and essentially one tries to transcend modern
fashion... Youtry and find the common statement. Most of

us up here are trying to solve the problem of visual vocabulary
that says something about here and everywhere... You try and
find the international imege/universal image of the cuban,
iale. Maybe thatwas a reason for me to date

to delve in the world of pigs and horses and landscepes.

(¢) The north contains within it everything that is going on

B.D.
globally... For this reason it is important that I and my
brother, and lots of other people, are trying to use our
place as a2 starting point.

DB Why geb inte internmationalism’s. Why get into New York

coneerns. wWe've got enough problems up here...
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We've got something sitiling on our front door, do we walk

off and ignore it?... To be other than what we are is as absurd
a s a black south African in Johannesburg painting like an

abstract expressionism in New York. Considering the concerns

of the New York art scene, its just absurd. . Phat guy 1S not
facing his responsibilities... This is as good a place to start

as anywhere, as long as we allow ourselfes to be influenced

abroad... As long as the essential subjective themes in

rour work are not being interferred with

3
o

-
|3

b
t

If vou see something in Japanese prints, which mey help you

Clll

develop your compositional style, do it. It's good to absorb,
but den't get into it superficially.
Do you find in your etchings a need to put a personzl statement

1 as making the visual image work,; or is making

the wisual imege work your main perogative?
T never seb out to visuzlly answer a2ny cuestilon. ;] work
is solely intuitive, its spontaineous. All my images are

realised on the etehing surface. I don't contrive the works.
T do a lot of drawing and the work comes thrcugh an intuitive
sense, hopefully the sublime.. Spontaneity taps the sublinme,

drawing your dresms.... From a political reference its alwayg

on the sublime.

emotional zutobiography?

S

b
B

Q

Wonld you class your work as
Art is more relevant when the years in which it was Createq

are past... You can get objectivity to art in retrospect.,

IS orseN v andidey, just like a large visual diary,

red with by formal considerations.-

o
> §




The use of the horse imeges in your work,

does this have

heve a relevance to the loyalist tradition, the Loyalist symbOI

of the white horse ?

Absolutely none, thats the first time I've ever been asked &

cuestion like that. In rural trips of my childhood I Tcocked

ot the horse and I drew it as a2 taty. IT ws a challepnge

for me as a drawing. (I was intrigued). 3ut beauty is in

the eye of the beholder, iESvou think its rightv thenit is

right.... There is not the same political reference as with

Fersus, '"White Horse Wilgland Free!: it's not. It's something

that I've only observed in retrospect... Also I realise in

using the horse,

o

etrospect the

czsso talked about it as something representing the people.

]
e
[4Y)

I am well aware of those symbolisms. They don't irritate me.

"Linuegan's Kitchexn®, 1n a dimly 1it interior several cows

animals here (and in

rempaged around a crated sow, are the

1The Grey') being used as symbtols for ihe different trzditions
in WorEhern Ireland 2

Tinnegan's Kitchen' I and II, 1is a reference. ZIKarlisr

anguish (mental anzuish). ts 2 statement of suffication gp
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The ways you use the image of the eevs and the crated sow..

o el

Phis is open 10 interpretation. I could be the one that's
screeming at the cow. (I think in an awful lot of human
situstions we all experience this.) We could =11 be the
pig sereamed at, but again not necessarily the pig all the
time. You could also be the intimidator. Presently you're
in one istuation, but another may arise if the senario
ehangcol T Es definitely an Irish sort of an image, but
S oS pc el Biicadly about here. It's universal. It's

essentially about the ability of the human condition to

wage war or make peace.

llealdisturbed. There is chaos on either side. Qal (o)
Slieres Ne.2' is a pig that's been shot. I feel

be a reference to Nicaragua, (or any of these places). Not
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heads blown off... As Bob Geldo
il Maewistst, Dt's a unilversall
reference about people being prejudiced because of their
political heliefs. I like to think my work hes a strong

huvmenist element.

said "Four year old childrep




(ed. 20)59.5 X 47 cm 1985

“ON OUR SHORES I”




HORES 11" (ed. 20) 47 X 35 cm 1985
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Conclucion:

While Diarmuid Delargy's subject matter is essentislly rural,

the bleak barren landscape, (in occasional ferrays), is

ion. A dream like

o
cl
=

indeed pushed into a level of abstra
By s ene of it's strengths. It
to the imagination, and appeals to rath

intelligence of the viewer. A contortion of animal figures

(@)

rather than human figures, a play on the four legged race

to convey human emotion. In my opinion 'Down on Dunseverick

Strand' contains in its brooding sinister scene, a particularly
concise example of the above mentioned strengths in Delargy's
work

His images I believe strive to be viewed in the global

man. Unguestionably, they have been influenced by his

immediate environment in Northern Ireland but attempt to

Peiaue 1 think, te the wider situation. The wider theme
of the human condition. Delargy as I've mentioned previously

to print at the
At iats Unien' workshop in Berlin, West Germany. One

would hope like Bel

Al fonso Monrezl, that Delargy wil

clarify for example the undertones of political ideology
Aileewark s A Monreal said "After all this
playing around. I suddenly re-discovered

typical artist.in exile syndrome,
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In Belargy's own words; "This is as good a2 place tc start
as anywhere, as long as we allow ourselves to be influenced
abroas" (e). fhis I believe is imperitive if his images
are to transcend their present boundries of development.
The transgression and attainment of a clearer vision of
his own place, a2 sphere of spontainiety less cluttered by
political comnotations. Bluntly Delargy must acouire a
broader, clearer vision of his subject matter, Korthern
dIreland. Mo finally relinguish that last deadly hold on

=

jeserves. His technical knowledge is unquestionable, but

only the subtle manipulation of his subconcious is capable
of making him one of the outstanding printers of the 20th

1

his imagery must lie

s and

o

the play between this loosene
ment of control. How much meore powerful the result

f odds is allowed the freedom to develop.

Delargy's curriculum

Witde Ecads gnite impressively. Since leaving the Slade
Art in 1983 he has exhibited extensively
and, Great Britain, West Germany, and Mexico,
The awarding in 1987 of both a study bursary and residency
fellowship, would seem indeed to be the icing on the cake,

Por Alfonso FMonreal it was important "that someone from

S

Zacatecas could have a place in the wider world" ( .

in the wider world, the wider world of print-making. Obvimml
Q_"Y
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Anthony Davies (quote).
"Some problems with printmaking"”.
Nunn, Ji11.

€irea No. 28. Belfast. May/June 86.

Diarmuid Delargy (cuote). %
Interview, Belfast, 12/4/86.

Fergus, Delargy.

Alfonsc Lopez Monreal.

fnitred: Paul Muldoon.

Fub sasbenderesky ‘Gallery. No.2. 1985. ‘
Diarmuid Delargy (gquote).
!
Interview, Beldast, 12/4/86. E
;

Alfense Lopez Monreal. |

Inrred: Paul Muldoon.
Conversztion Jamshnid Mirfenderesky
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GENERAL CONCLUSTION

In conclusion I feel I have, within the limited
curately examined the theme
'Print and Print-makers in Belfast today'. The

theme has been examined under the specific heading:

space available, a

Bainsiand The Arts Council of N. Ireland (Chapter
1), Alfonso Lopez Monreal (Chapter 11), Anthony

Davies (Chapter 111) and Diarmuid Delargy (Chapter

also be extremely beneficial, to discuss and analyse
their experiences. Objectively though, in the fage of
I £ face of

totally unsuitable for the number of artists availin

of the facilities housed there. The space is betyy, ;
I >t te |

a possible twenty ”prwfessiqnav,



< . . o 11 7
artists. Granted I'm sure that is highly unlikely
t concregate here at any given

the studio

S
D
0
0]
e
@
)
S
i.._l
D
B
I
,._l

for example on the day

only three artists were using the Etching

1ot iin s my opinion

N
o)
=
e
<4
Q
‘ar
D
n
ot
5
©
o
S

layout of Anthony Davies

. o (=]
was far, far superior. Let us hope in the near future

that planning permission is granted in order for the

dtthus attain its fulls

=2

facility to be extended, a

Saral - SR, TeaEs AX & oy 11
progressively more Mexican, but to some extent this ‘
5 2 PRt e S i i |}
is the inevitable redefination imposed by exile. While |

[

angst ridden imagery into his work, he is determined ‘
.

ik mist be a2 totally natural progression, "if it comes |
J 2 g 2

|

5 - ~ el §
it ecomes". |
!
I

Chenter 111 T has arnalvend Print in Al ne f

In Chapte: 1, 1 have analysec, & 1t in PLlAaSL,fPWU ‘

B ~r - £ A - -
the view point of Anthony les, the general renegade
legad
o 3 e L - e A Ty g A 3
of the print scene to an extent. Davies set up hjg e
E h i
- ”ﬂ

private pri: 1 - 1,
unexceptable facilities at Stranmillis Road. Whije I
do admire Davies, for his stance on this issue,jndeqd

a3 -
as I've mentioned the workshop he created is far SUper

2 L0

in my opinion to that controlled by the Arts Counciy 74
in vetrospect, in a place like Belfast, one cun'tfwer
estimate the importance of security. This must pg |



neoc

2 L4 L Ll J L5
HinEaSwaREtorn Zone,  But ung ionably what Davles

has achieved 1s exceptionable in times of such

severe economic recession, and should prove as &
o to any faGrRe

fine examnle of what can be achieved
T

g on Davies work, my impressions and

+houchts were not of such a positive nature. Granted
2

1 knowledge is of an unchallengable

mad i of h Y
mediums used, into anything other than a reproductive
technique with certain attractive properties. Lucie-
Smith called him the voice of the 80's. The voice

0
e may be, the artist I have my doubts. My impression
3l

person, one who

perhaps has over estimated his own creative proficiency,
and would now need to critically analyse what he is
doing. Concepts and superficiality have taken over
Diarmuid Delargy is one of the more talented of the

home grown crop of artists operating in Eelfast-mﬂay
his subject matter is essentially rural, Sﬂﬁ?aﬂy

4
to his work is the need to find a universal
s

on from N. Irela
1al in the develppment of Delargy's inm

J m
which at prese“t, in my opinion, is cluttered
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artist are different, their common bond lies in
each ones belief in Relfast as a potentially

thriving printmaking centre. The undoubted support

of the Arts Council in this venture is epitimised
. ~ 7 t~
G and schemes they provide for prin
makers, indee their financial commitment

J
alone was valued at £32,709.00.

Thus it is my wish that this study will not only be
of general use, but helpful fto students embarking on
a similar lifestyle. Granted these are financially
repressive time but then the world of the artist has
always traditionally hung on the cliff edge. In this
dissertation I have endeavoured to depict the survival
patterns of three specific artists. Their's is indeed
a world of balancing grants and part-time incomes
infringed with the ever prevailing threat of increasing

a
material, rent and electricit

that I have provi
ercention and insicht: 2 oclimnse into +h
perception and insight; a glimpse into another artists

0
been influenced by their traditional backgrounds, ang
o A0y Al

environment!'s,

Thus I would like to finally extract from the text the
icd
pinnacle for me of all the alternative philosophieg

and ideas put forward DYy the artists examined , E'i-,ng.tl
i irstly
’

1ike Monreal, (as a final year student embarking on th
g on the
-

experience and remember that "the more I travel, the

more I realise how unimportant where you are ig real’
I reall,
-j,

ity

as long as you have the possibility
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SERARIE  QF JILELUSTRATIONS:

Monreal, Alfonso."What is time to a pig".

O
(o3}
O
S—

Mixed-Mezzotint. 104 x 60 cm. (ed.25). @

L
L L3

Monreal, Alfonso. MAI

Bograving. 240 x 280 mm.(ed.20). Bel

Monreal, Alfonso. "Atelier" (Detail)

Mezzotvint. (EBd.25). (1986).

Davies, Anthony. Urbsn Fortrait Noit8.

i IR SE A
Drypoint (copper).

thonv. "ILes Miserables'.

EEuo—Ccut. 52 64 cms. (1985).
Davies, Anthony Dfrban Portrait 84".

Drypoint (copper). 28 x 28 cms.

Pavies, Anthony. "Urban Fortrait 84".

Drypoint (copper). 28 x 28 cms.

Davies, Anthony.

ceries of 16 plates (copper). 24 x 24 cms, U984)
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Table of illustrations continued:

L 3 Davies, Anthony. "Les Miserables”.
Series of 16 plates (copper). . (1984)

M : Pavies, Anthony. "After Care" Uefn on 1981.
Lithoegraph and screenprint. 18" (ed.22)

N : Davies, Anthony. "In the heat he day". (1981)
Colour lithograph and screenprint. 15m, (ed.15)-

0 G Delargy, Diarmuid. "Iinnegan's Kitchen I".
Hiching. o5x 22.5 em. (ed.30).

iR 2 Delargy, Diarmuid. "Linnegan's S hehem i TLIN:
Etching. 24 x 23 cm. (ed.20).

@ : Delarey, Diarmuid. "The Grey".
Gitchinz. 29.5 x 19.5 cm. (ed.30). (1984).

R < Delargy, Diarmuid. "On our shores I".
Etching. 59.5 x 47 cm. (ed.20).

3 : Delargy, Diarmuid. "On our shore 180
Biehing. 47 x 35 cm. (ed.20) 98

L : TDelargy, Diarmuid. "Down on Dunseverick Strand",
Btching. 54 x 49.5 cm. (ed.7).

U 2 Delargy, Diarmuid. "The beach poet!.

ithogtaph. 44 x 32 em. (ed.10).

)
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Alfonso Lopez Monreal.
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