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Fig 2. 7ONY 0" MALLEY AT HOME IN HYSICIANSTOWN.

HOTOGRAPH BY: NOREEN WALSHE, (FEBRUARY 1992)

My concrete world would be the world of
intuition, freedom of spirit, awareness of
the world around you, nature ... (49)

Tony O' Malley.
llth. October 1991.

-la-

'a
¥

4

a*pat
qh;dyal

|mie
ty L% eMPe.

Pe

ary
fy,

hite
2.) PALI Z SP

75 Ms
WM,

%
My

Ys
reerf

wa

sae iye
Mae

ag

AAG aay
NAhang

tan4
4

A

vomit





ee

ACKNOWLEDGEMENTS,

fly thanks and appreciation
to the following people who

have helped and co-operated
with me in the paeparation
and waiting of this thesis:

Tony fMakley and his wife
dane; John Taylor of the
Taylor Gathenies Dubhin and

Da Faances Ruane.

2



|

6

®

*

e
&

@

e

¢

4



TABLE OF CONTENTS: PAGE

Title Page
Acknowledgements
Table of Contents
List of Tllustrations
Introduction

1

2
3
4
9

hapter Apprenticeshipto an Artistic Life.

Introduction
New Departure
Meeting Peter Lanyon
Towards a Definitaion of Philosophy
Conclusion

Chapter From Craftsmanto Philosopher.

Introduction
Meeting the Artist
Deciphering the Idiom:

Surface
Themes
Matters of Structure and Space

Aspects in Application
Undertones
Integrating the Idian
Conclusion

Chapter An Art of Counterpoint.

Introduction
In the Shadowlands
An Art of Confrontation
Out of fhe Shadows?
Conclusion

Conclusion to the Thesis: Tony O'Malley
Contemporary
Irish Artist.

Bibliography

Transcribed text of taped interview:
Noreen Walshe with Tony O'Malley,
Physicianstown, Callan, Co. Kilkenny.
10th & llth, November 1991.

12
14
16
22
2

31
32

42
0
48a
52
61
66
71

73
75
80
86

95

92



es



FIG. 3.

FIG. 4.

Tony and gane

FRONT VIEW

REAR VIEW.

0' Matley's home in ysicianstoun,
Catan, Co. Kikkenny.
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INTRODUCTION:

It has been ten years since I first met Tony O'Malley. T

was on a painting holiday with the St. Ives School and the

director of the school, Roy Ray asked me one day during the

course if I would like to meet the 'Irish Painter 'who

worked at Portmear Studios, Number 4. I didn't know the

Trish painter and it was with much expectation that I

turned up far the rendezvous on that pleasant Summer''s

afternoon.

And so I was introduced to Tony

O'Malley (FIG.2) and his wife dane. It was right in the

middle of a work day for them and the studio was imbued

with an atmosphere of engagement, Tony working at one end

and Jane at the other.

In what could be termed a state of ordered

chaos, many boards and unfinished canvasses peopled corners

and easels. What with the smell of paint and the

Overgenerous windows which lined the seaboard side of the

studio there was an overriding feeling of happy contentment

there.

Tony O'Malley was then sixty e@ight years old

and had spent roughly twenty years living and working in

the Cornish seaside town of St. Ives, coming back to his
native Kilkenny for just brief holidays.

He took much trouble that day to talk and to

show same of his paintings in progress and others which

were finished, but at no time did he impose any strong

opinions or beliefs.
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Time didn't matter that day as the visit to his
studio extended into an evening of entertainment. He had

time to sit and eat, time to chat and time to share

recollected experiences of life in Ireland as a bankclerk

and of his first tentative efforts to respond to a world

about him that was demanding an explanation in image and

colour.

In 1982 I didn't understand Tony O'Malleys work,

I knew it had depths which I would find difficult toa

fathom. saw that his art was beautiful and it evoked in

me responses of awe and sometimes of desperation, knowing

that I wanted to be part of the image -- making of which he

had such a control.
In choosing Tony O'Malley and his work as the

subject matter for my thesis I wish to be able to read what

I consider to be a remarkable language of colour and

light. I see his work as being an integrated response to

life and its struggles. A more in depth examination of his
art will, I hope, inform my own personal engagement with

the process of image - making.

I consider it to be of great benefit both

personally, and to those who will read my research, to have

dealt with the work of a living artist. In spite of the

fact that there is mo great body of written material oan

Tony O'Malley, I have been able to meet him on two

occasions, taik with him, see his image-making in progress
and most important of all I have been able to ask pertinent
questions which might never have left the realm of

speculation had he not been able to respond to my

I

eanquiries.
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True toe his nature he has generously shared

information, about his background, his motivations,and the

philosophies which have empowered his work. Through

talking with me he has revealed more and more of his

personality and the inherent psycholagy which influences
his work in general.
The following considerations are thase which will be

dealt with in the course of this thesis:
fa) Tony O'Malley's beginnings as a

professional artist,
(b) The language and philosophy of his

war and finally, an aspect of

his personality which possibly
influenced what is now a great art
of counterbalance,

{c) His inclination towards being a

melancholic,
Tt is hoped that this study will ultimately

reveal Tony O'Malley in a clearer way to those who wish to

-
a

e understand him better as a contemporary Irish artist.
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CHAPTER 1.

APPRENTICESHIP TO AN ARTISTIC LIFE:

Introduction

Tony O'Malley went on a painting holiday to St.
Ives in Cornwall in 1955 and returned to live there in

1960.S5ee (FIG.5) AND (F1IG.4)} Life changed radically for
him after setting foot in this thriving community of

working artists. Aidan Dunne declares that 'in St. Ives,
he certainly found himself as a painter'(306.} He seemed at

last, at the age of forty two to have found his purpose in

life or what he would term a distinctive point in his
'journey' (473.

What had been a life of relatively joyless
endurance prior ta 1955 continued now to be one of

committed focus on what he knew must be right for him. "1
wanted to get aut. Instead of being a man who worked in a

bank, or a man who had been ill, I wanted to simply be a

painter' (20)
His meeting with the innovators of the Gt. Ives

School at that time must have been a very exciting
experience, his becoming acquainted with artists like
Fatrick Heron, Bryan Wynter, Terry Frost and Peter Lanyon

®

im particular, a source of inspiration.
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Human relationships always being of great
interest especially the relationship between individuals
involved in a common pursuit or area of discipline, Tony

O'Malley's relationship with Fetter Lanyon as distinct from

others, and ifs consequent effects on his artistic life
merits examination.

O'Malley's place within the context of St. Ives

and his artistic sseaciation and friendship with Feter

Lanyon are the main focus of Chapter 1. Without first
addressing these concerns it would be impossible to assess

his life as a painter because it was at this time that he

would have formulated his more defined ideas about

painting, at the same time creating a working language with

which he could express his experiences.

i
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NEW DEPARTURE:

What can be speculated upon as his 'epiphany', as

Joyce would term it, began with his meeting with the

post-war moderns, Feter Lanyon, Bill Redgrave, Patrick

Heron, (FIG.7) to mention but a few of the very individual

painters who were giving momentum to this West Cornish

school of expressionism.

any O'Malley arrived in St. Ives during what

David Brown cites as the liveliest times in the art history
of this small community (19). In the early 'fifties St.
Ives was Witnessing, a resurgence of energies created by

the younger generation of artists whose careers had been

interrupted by the second worid war. Artists such as

Wells, Lanyon and Wynter had by this time established
themselves as painters of notoriety. Lanyon in particular
was showing his work in New York from 1952 onwards as a

result of his having taken the opportunity of a commission

offered by the Arts Council i951 Festival of Britain, to

work on larger paintings. His scale of work was unrivalled

by any of his St. Ives contemporaries. An attractive and

stimulating environment had been created by the activities
of the Crypt Group which had been set up by Lanyon in

co-operation with Guido Morris, a printer and Sven Berlin
another resident artist. The establishing of the Fenwith

Society in 1949 had equally added to the growth of the

T

artistic community.

14
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FIG. 7.

Patrick Heron, Peter Lanyon and Jack Smith
at the Tinners Arms, Zennor. August 1956.
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The history of St. Ives as a painting community

goes back to 1884 when the Painters Whistler and Sickert
visited it for the first time. For many years after, it
shared a rivalry with another small community called

Newlyn, toa become the art capital of West Cornwall. Newlyn

retained priority in the late nineteenth century and early
twentieth century but it was St. Ives that in 1939 achieved

a mare outward - looking perspective and gained the

reputation of what can now be considered as being an

important international art centre.

The war climate in Europe forced a massive exodus

of avant-garde artists across the Atlantic to New York

while a smaller proportion settled in St. Ives.
Ben Nicholson, Barbara Hepworth and Naum Gabo

arrived in 1939 bringing with them the abstract language of

the flourishing avant-garde movement.

David Lewis sums up the evolving character of the

St. Ives Community in the ensuing years:
The hard-edge language of the international style
of the 'thirties, soa full of optimism of new
artistic and social orders opposing the risingtides of fascism and transcending national
boundaries was being recast to reflect a deep
sense of mans' relation to the land, to the
infinite rhythms of nature, affirming age-oldcultural values in a contemporary world that was
falling apart (19).

One cannot help but wonder at what the experience
must have been like for O'Malley, leaving his native
climate of conservatism and finding the necessary freedom

to experiment and explore with people whom he calis
'kindred spirits. ° (473

Econ-1 a]
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MEETING PETER LANYON:

Peter Lanyon, (FIG.8) one of the pioneers of this

community, was to become a ciose friend of O'Malley's and

remained so until his death in a gliding accident in 1944.

Looking mow at the work and life of Lanyon, ane can see how

his charisma and energies could open windows for the eves

of another. There is a vibrancy in his paintings and in

his constructions which were influenced by Gabo who resided

in St. Ives until i944 but whom O'Malley never met during
his time there.

In an analysis of O°Malley's relationship with

Lanyon and of the possible influences, it could be said

that O'Malley derived some of his inspiration in subject
matter from Lanyon. His early semi-formalist

representations of place would certainly bear a resemblance

to those of Lanyon. But whereas Lanyon became a figurative
painter, by which I mean that he painted the figure in

abstracted images and combined them with motifs of

landscape and experience, O'Malley never painted on this

figurative social level. Maybe 'never' is too strong a

word as he is known to have painted a series of

lf-portraits. These along with PORTRAIT OF MY MOTHER

19SS3(FIG.93 are nothing short af direct social

representations. He has also painted characters from his
home place.'I painted a portrait of an oid travelling
woman. That kind of woman you wouldn't see anymore.

That 's the real old decent tinker woman.' (47)

ié
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FIG. 8. Peter Lanyon, rtist, friend and associate
of Tony 0' Makbey.
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FIG. 9. Poatnrait of my Mother (1953)

Oil/Board
30x18 cms.
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However, these direct portraits never really
translated into his later abstractions, certainly not as

complete works within themselves, but perhaps now and then

as visual comments within larger paintings. For an example

of such usage refer to the painting Dutdoor Studio Morning

Bahamas, (1983) (FIG.10).
On the contrary, the figure asserts itself fairly

often in Lanyon's paintings. On his return from the war he

expressed that' really my interest was in people and not in
+

oe ne

ideas," and Whether, he is consciously representing the

figure as in Susan (1958) (FIG.11, where the figure itself is
more important than the landscape, he is expressing his
personal connection with people and his responses within a

wide spectrum of experience. In this painting there is no

direct reference to any specific part of the body but the

movement of a girl rolling over is the essence of the

painting. It is a unified image of several different
positions. He is treating the figure in a similar way in

Girl in Wood (1953) (FIG.123 What, on the other hand, began

as a landscape in Porthleven (1951) F1IG.13) leads us into a

search for the hidden figure with the abstraction of

organic forms. Of this painting Peter Lanyon himself says:
The water runs right down the middle of the
picture, which is rather like an aerial view:
There are some frontal planes, but down at the
bottom are a number of shapes which roll and pitch
- like boats moving around in the inner harbour.
The forms in the picture have always suggested two
people to me. This may be accidental or at any

>

a

a

»

rate unconscious; but I always look for figures in
my pictures when I've painted them.

17
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FIG. 10. Outdoor tudio - morning Bahamas.
(1983)
Acrylic on Canvas
5' x 4!
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Fic, 11 Susan (1958 )

46x46 inches
Oil on Masonite

Fic, 12 Girt in wood (1953)

Oil on Board. 16x12 inches
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On the left there's a very tall masculine shape
holding up something that looks like a lamp: and
on the other side there seems to be a woman in a
shawl - someone you could meet anytime walking
around the Porthleven Shore. (7)

Neither is Tony O'Malley a narrative painter
in the sense in which Peter Lanyon pursues meaning. For

example in Lanyons painting Yellow Runner (1944) (FIG.14)

subtitled Myth -horse, fox home, and primitive enclosure_

Site: Gunwalloe, Lanyon paints the rituals of fertility
using visual allegory and compositional dynamics. He says
himself that it is a painting of a story:

Its a runner with a message on way to
stockaded horses. Fox as field Reference to
horses cut in hillside. Yellow runner as
fertilizing agent. Stockade as womb. A
homecoming.

In reference to another painting of storytelling Cape_

Family (1946) (FIG.15) which he painted after the war he

said

I think most of the paintings I made on my return
in '46 were concerned with problems of family and
return to my own country. Cape Family for
instance was conceived and worked through from
about 1947 to '49. It was a storytelling picture,
an attempt to try and bring myself back to my awn
environment. (7)wy

Tony O'Malley deviates from narrative style painting to

paint mood, atmosphere and the effect of light on colour.
He follows a sensory trail in his later develapément.

18-
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Fic. 14, Yellow Runner (1946)
Oi1 on Board. 18x24 inches.
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Peter Lanyon.
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Fic. 1. CAPE AMILY, (1949)

72x48 inches
Oil on masonite
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Brian Fallon calls O'Malley:
aman of the nineteen-forties, both mentally
and emotionally, a product of DeValera's
Ireland, that strange age with its contrast
of stagnation and vitality, introspection and
snugness,frustration, and aspiration.14

He aslo cites him ° as a citizen of that very special
milieu, the Irish small town'. (12)
O'Malley himself talks about his native Callan as being 'a

very introverted town'.

He continues, 'the culture then was respectable,
decent,repressive. There was a tremendous suffocation. '

He belonged to what he calis
a nomadic society - guards, bank clerks,
warble fly inspectors. I was painting and
suffering their criticisms each evening - and
they were never short of opinions. The first
question asked always about a painting was
"where is that?"

This was the atmosphere out of which Tony

O'Malley came in 1955 when he visited St. Ives. Like
Joyce 'who was away from his own natural field when he was

in Europe and listening to the voices here' (47). O'Malley
in St. Ives, had stepped outside his native un-nurtured
isolation and he had stepped into the relative freedom of

the highly charged modernist movement in fields abroad.

Coming from a point in his career where he

was dealing primarily with the visible, of which he says
'In my earlier drawings I was just trying to deal with

landscape itself, never mind how I felt about it', (47) he

met with the Cornish artist, Peter Lanyon who must havea

quickly and radically helped to change O'Malley's
perspective on the visible and its potential.

19
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Lanyon himself said:

My paintings have been influenced by Cubism
and the Constructivism of Naum Gabo and Hen
Nicholson, and now like most paintng today
they look abstract and expressionist. But I
am anly using these means as part of the
process of making a image of my environment.
My concern is not to make pure shape or
colour on a surface, but to charge and fill
up every mark I make with information which
comes directly from the world in which I
live'. (7)

Such apparent committment and enthusiasm must

have stirred the Irish artist greatly. Suddenly he was in

the midst of people who spoke his language 'For myself I

went away to meet kind of kindred spirits and I found them

in Cornwall. Kindred spirits who recognised psychological
feeling. '(47) In further explaining what the atmosphere

was like in St. Ives he says:
There was a great energy in the painting then
which came from the moderns who had settled
in St. Ives. Also, there was the tremendous
weight of the old Impressionists as well as
their knowledge and treatment of the subject
matter when the Moderns arrived, say, like
Gabo and other painters coming up after the
war, like Peter Lanyon and all those. They
were all young then, and confused. Theystarted in a traditional way but gradually
they became modern. The word 'modern' was
treated with contempt in Ireland but I always
understood it as, that once you deal with it
in relation to appearances and description,
you then feel that the painting had to speak
in an inward way. It has to have a
subjectivity that can still be seen and
looked at - the invisible. (47)

The artist as distiller of image became the

key to O'Malley's approach to painting, a philosophy which

would govern his painting right up to the present day.
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Tony O'Malley speaks with great respect and

affection for Peter Lanyon and we might well wonder what

exactly this man represented for him in the mid-fifties.
Even though O'Malley was forty-two years of age when he

first met Lanyon, artistically he would have been young and

impressionable , probably desperately looking for a source

of enlightenment to direct the rest of his artistic life.
When I asked him who he worked with in St. Ives he said 'I
worked in a studio in St. Peter's loft. I worked with

Peter Lanyon and the great Bill Redgrave.'(47)} Even his
use of the word 'great' suggests awe, in recollection of

successful and more advanced painters such as these two

Some thirty years after Peter Lanyon's death

it is difficult to look at reproductions of his paintings
without an initial surge of excitement at his use of colour

and his intellectual handling of semi--abstracted imagery.
This was probably O'Malley's first reaction to the work of

an artist who was five years younger than he.

1



6

«

#

@

Py

@

e

a

®

,

;
,



TOWARDS A DEFINITION OF PHILOSOPHY:

In assessing the common elements which drew

the St. Ives' group of painters together at this time David

Brown says:
So the landscape was the common factor for
all of us, a presence of perpetual power
which in its transitioriness reminds us of
our own, yet simultaneously contains
infinity. Everyone uses it differently for
their voyages of self discovery. In a way we
were all refugees, blown by the winds across
its face, its gaunt cliffs, its windscoured
uplands, its seething sea searching for
somewhere to take root.' Yet any pathway we
followed, over moorlands, or down the shafts
of mines, or along the corridors of gales,
led only to oneself. (19)

'You experienced yourself when you went

there' (47) Tony O'Malley said of St. Ives - Having moved

from 'dealing with the visible' (47) in the landscape in his
immediate environment in Kilkenny and New Ross and for that
matter in many other provincial small towns, O'Malley had

in fact transitted from what Andrew Lanyon termed as the

"eternal problem of the horizontal - perpendicular' (7) into

confronting other problems of space and proportion. These

problems would later resolve themselves in highly worked,

layered canvasses which breathe space and the illusion of

space.

Brian Fallon reckons that:
what attracted him so powerfully in Lanyon
WaS a new approach to landscape for which he
had half consciously been groping about - a
kind of physical, mental and emotional
synthesis of a landscape, realised in terms
of "organic" painterly images and not surface
representation. (14).
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He continues:

One thing which cannot be overstressed,
however, is the sense of place beth shared,
the consciousness of having roots in their
own region, O'Malley the exile feeling at
home however in his adapted Cornish
locale. (14)

In looking at Lanyon's and O'Malley's linear

handling of landscape ar of place we see a primary
difference bet

academic and h

than O'Malley,

ween the teo. Whereas Lanyon trained as an

andles subject matter in a more formal way

the latter has filled numerous sketchbook's
oa

over the years with a very individual graphic language.
As regards his response to place or landscape he says:

Q

place, Andrew

The drawing An

examination in

Places are anly an experience and some places
Io may not like at all but I will respond in
the same way usually to them. Il may not even
like them. I may remember a small thing in a
place; if might be just the window sill or
samething very, very simple and that might
seed itself in my, mind or it might disappear
altegether. That's why I do drawings in
these places. By putting dawn just a note
you feed the computer of the brain and you
draw an it fram the subconscious. (47)
Of Peter Lanyon's drawings of landscape or

Lanyon says:

Many of his drawings represent His first
explorations of a place. These often reveal
an interest not so much in the portrayal of a
particular landscape but in a design which
the place suggests. As a result the land is
bent and twisted in the interests of this
design. Cornwall is frequently dissected
and there is a suggestion in both sketches
and the skeletal constructions, of bones and
tendons. Lines convey structure, though they
move with his fluidity. In some of the
looser drawings he lassoes a place with lines
that convey the velocity of eye movements and
others that are playful , imitating a chimneystack or a tree, then a sheer drop.7

ticoli Corrado (1957) (FIG.14) merits
relation to this statement.

23-
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FIC. 16. Anticoli Corrado

15x20 inches
Charcoal.

(1957) Peter Lanyon
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The daminant philosophy of painting in Tony

O'Malley's iife as a painter is based on the concept of

experience and the visual event. This philosophy is echoed

in Peter Lanyon's words:

To the artist his experience is fundamental,
he 1s able to retain the image which was
"set' and create an abject to exist in space
and time. This object may have no
resemblance to the visual aspect of the
experience but will be of the nature of that
experience in its time space arrangement(7).

Lanyon 's experience of place is to be found within the

essence of the 'placeness' of place. He says:

*

I paint places but always the Placeness of
them. In the Farms painting you saw at
Corsham there are many meanings but they are
all meanings of farmness - animals are
implied and not represented to a
photovision. My painting is a revelation, a
turning outward of experience -- a making
immediate of a time process - in - space. I
do not start with the idea but with the
experience. (7)

Tony O'Malley in turn talks about the essence

of place. In fact 'essence' (47) is a word much used in his
vocabulary. In his reference to his paintings of crows and

such birds of ill-omen, he speaks of the 'crowness' (47) of

the bird and how he may fragment the basic shape of the

bird, scattering it throughout the plane of the canvas,

dissipating a completely representational view of the bird
but never losing sight of the nature of the bird.

Brian Fallon lauds Tony O'Malley's 'genuis

y

loci' (14) or his ability to express essence and atmosphere

through his painting.
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Was it by pure coincidence or by some happy stroke of

purpose that O'Malley was guided towards a man who was

already at ease with essence and what O'Malley would later
call 'the beyond - thing' (47). Peter Lanyon in the eariv
'4ifties had already begun to deal with place paintings
beyond a photovisual representation.

Two of Lanyon's most accomplished and

interesting paintings from this periad, St. Just
(1952) 0F1G.17) and Bowjewyan (1952) (FIG.29) deal

respectively with the mining and the farming communities of

Lanyon's native area. Narrative in content but also

sensory in essence they make interesting subjects for

inquiry when looking at the relationship between Lanyon and

O'Malley.
dust is a triptych, indirectly

representational, af a mining area where many died in mine

related disasters. It is primarily a landscape painting
and yet behind the organic forms there is a vitality and an

empathy in the composition. The dominant element in the

central panel is in cruciform shape and represents a

Minashaftt, open, gaping and aminous.

Lanyon tock up gliding in 1959 and regularly used his

flying Eo experience changing perspectives on landscape.
In fact it i185 of interest to read his first responses to

St

this new aerial perspective.
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FIG. 18.

Harvest estival
€1952)

74x24 inches
Oil

FIG. 20.

Bowjewyan arms.
Oil on masonite.

FIG, 17.

St, guat.
(1953)

96x48 inches
Oil on Canvas

48x96 inches

(7952)

FIG, 19.

Green (ible.
(1952)

62x19 inches
Oil
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Having documented Solo Flight (1960) (FIG.21) as his first
gliding painting, he says:

For the first time I was able in if59, to see
& way to participate in the air around the
coast and in this way to experience my county
fram oquiside returning to the land rather
than emerging from inside. (7)

Lanyon's aerial perspective on Landscape

which Brian Fallon calls 'a twentieth century motif' (14)
was one of experience translated into essence whereas

O'Malley's sense of aerial perspective has been achieved

through his experience at ground level. However they both

reach this 'beyond - thing' in their paintings. St. Just
in particular is strongly narrative in its symbolism. The

central panel is a crucifixion in itself and the two

{

e

accampanying panels, Harvest Festival 0FIG.18) and. Green

Mile (FiIg.19)3, act as mourners.

As three landscapes, they are strong
compositions with a dynamic sense af movement. The strong
mark-making and the well textured surfaces convey 4

primitiveness which is evident in many of O'Malley''s large
board paintings. However, each artist treats the

application of paint differently, Lanyon's handling being
heavier than that of O'Malley. Even Lanyon's paintings of

the 'sixties still retain the heavy impasto, treatment. He

layers paint on paint, but I see O°'Malley as achieving a

e

luminasity through pigment which Lanyon never achieved.

In Lanyon's Bowjewyan Farms there are some

interesting nuances. There is no real central focal point

ar

as there are many pockets of Bbueyness Lhroughout the

Canvas.
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Solo Flight. 48 x 7,2 Oil on masonite. 1960
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FIG.21 Solo Flight Peter Lanyon. (1960)

Oi1 on masonite
48x72
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Lanyon actually painted this @ foot » 4 foot board as a

painting to be placed beneath St. Just.
Tt is a unified triptych in format, a format

which 18 very much used in O'Malley's paintings . Again,
the forms are arganic, and life, birth and death, can be

read from left to right across the surface of the

Painting. These three phases he represents in the sea, the

haystacks and the grass on the left; the centrepiece being
womb-like with its blood-coloured section and the contained

lue water infusing life into the circular form. The right
hand section is harvesting time, a time of passivity and

death.

The subsectioning of the picture - plane by

black lines is directly representational of the dry stone

walls which actually divide the land of the Bow jewyan

farms.

The romantic in Peter Lanyon identified with

the physical proportion of man within the Cornish landscape
of fields and hedges that were centuries old. This

probably created an equal excitement for O'Malley. Feeling
at home within the Cornish landscape would have come easily
to O'Malley because apart from purely geo-physical
Similarity, there are many archaeological sites in Cornwall

which resemble those found here in Ireland.

Lanyon 's main concerns were with his own

familial connections, with miners working under the ground,
under the sea, coming to the surface from the belly of the

earth and also with the fishing life. His mative St. dust

became a central focus in his work for his thirty-odd years

b

4S a mature artist.
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In addition to this Lanya me obessed by the 'surface -

thing'(7} of weather and the sea. This obsession

ean

intensified with his gliding experiences.

Tony O'Malley, whoa confesses to being a

'romantic but not necessarily, ntasy', (47)
retained his concerns far the landscape and his

relationship ta it. However, O'Malley's work of the past
ten years or sa seems to have reached a level of

etherealism which Peter Lanyon never reached in his shorter

lifespan.
St. Ives of the 'thirties, 'forties, and

"fiFties was a breeding -- ground for romantics;people who

had a vision beyond the ordinary, a vision which took them

beyond the pure craft of painting or sculpting. O'Malley

appears to have truly landed among ocuimates, at a time

when a common cohesive philosophy of painting was being

practised by not just one painter but by many others within

the community. I wonder was O'Malley's response ta

Lanyon's creations similar te the latter artist's initial

response to Gaba''s constructions.

Lanyon wrote that:
never forget the first time I went to

Gabo''s house and saw a perspex construction.
You know that feeling that neaple always find
mysterious: hello, I've been here before.
Well, I got exactiy the same feeling when I
looked at these things, this is so familiar,I've seen this before, and I don't think I
had ever seen an object which was so
abviously right in every way, and full of
poetry.(7)
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Conclusion

Tony @''Malley was included in the large
exhibition of the St. Ives school in the Tate
Gallery in 1985, and he was friendly with
most of its major figures: Lanyon, Hilton,
Heron, Frost, Wynter, Welis etc. But he has
never belonged to any school or group and his
links with the St. Ives painters Hore more a
matter of friendship and propingquity than of
common aims. After all he was a
fledged artist before he settled

fully
there,

though he carries the stamp af the St. Ives
style with its basically abstrac
farm. (213

sense of

The above is how Brian Fallon sums up®

O'Malley's association with St. Ives during the twenty five
odd years that he spent living and working there.See

(FiG.22) O'Malley himself says 'In 5t. Ives, I met

Japanese philosophers and artists and I found that I had

much in common with them'.
Brian Fallon alsa talks of the effects af

Lanyon's presence, in Tany O'Malley's life. While O'Malley
had initially arrived as a' relatively obscure

Lanyon was already an artist of internaticanal

an influential teacher and powerful personality
creative prime and leading a high powered, many

life. (14).
He continues to say

Lanyon's painting had been a reve
O'Malley when he first saw it oan

during the nineteen fifties, and
Lanyon to a large extent that he

Trish exile,
standing and

» in his
-- sided

lation to
Barly visits
it is to
awes his

£

initiation into a genuinely internaticanal
modernist art. (14)
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FIG. 22. TONY O'MALLEY (St. Ives Hakounr) (1962.)
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Fallon maintains that there is not much

direct influence, if any at all as the two men from the

start were radically different as painters and

personalities. Peter Lanyon as well as Patrick Heron acted

as catalysts in O'Malley's growing outside of his Irish and

insular context. In fact Heron as an art critic and

weiter, did his best to make O'Malley's work Enown. Not

alone did Tony QO Malley find himself as a painter in St.
Ives when he entered the Cornish community among the

'giants' (14) af modernism but he found the facility, be it
in the form of an energy or a commitment, or perhaps both,
to emerge later as quiet giant of colour and light, in

his own right.

ENINKIDTEH 1

Refer to Chapter 2, FISS.78,79,80,81 and 82 and the
discussion on O'Malley's self portraits.
ENDNOTE:©
Right up to the present day Tony O'Malley works with the
immediate cancept of space through his driftwood
constructions, many of which are imitative of primitive
musical instruments. Ref. ta Chapter 2. DECIPHERING THE
IDIOM. FIGS.30 AND 31. I wonder if O'Malley borrowed from
Lanyon the idea of creating a construction as a preliminaryto a painting!

ENDNOTE
Ref to Chapter 2. See (4 Matter of Structure & Space.)
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Fig 23. West Penwith Landscape,
Cornwall,
England.
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FIG. 24, View from the near garden of the 0'Malleys'
home in Physicianstown, Co Kilkenny.

Febnuary(1992J)
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CHAPTER 2.

FROM CRAFTSMAN TO PHILOSOPHER.

INTRODUCTION:

Tany O°'Malley is a private person but behind

this privacy there lies a dual persanality. One aspect of

this personality is his rational side, a side which enables

him to conmect with logic and the practicality of

crafting. The other side is that of intuition the

subconscious reflex which can be opened to suggest the

'something given' ance he has fully directed himself to his

discipline. This is his side of abandon, the part that
takes him beyond the material, into realms of created

colour and luminosity. This is how he explains himself in

relation to these aspects:

My mind 25 private ... what interests me
about painting, poetry even, is the beyond -

the beyond what, I don't know ... digging the
grave out af it - heyond all this. I feel
all the time that there is a beyond - thing,
yet I'm common-sensible enough to know that
the cats are in the chair. I've painted them
and T look at them when I draw them, because
they're phenomena around me. (47)

In the early part of this Chapter, I will focus on

O'Malley's creative process, while drawing on the contents

of an interview which I did with him in October 1991. The

remainder of the Chapter will be sub-divided in particular
sections dealing with the actual language of his work.

This is the part of the thesis where I will be referring
most often to his paintings in an effort toa decipher his
idiom and the concerns which underlie that idiom.

i
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MEETING THE ARTIST

In meeting and interviewing Tany

O'Malley, (FI6.25) one realises through the discussion that
this artist knows himself very well as a painter and in

spite of his being a private person, he possesses a

generosity that makes him willing to share his world. He

doesn't subscribe in a conscious way to an academic

knowledge of the world of art. He in fact, shuns academic

language that might lead you into a sophisticated wordy

reading of his work. He canfesses:

¥ View of my own self is a very subjective
one. dont see if in relation to anythingoutside. That's not a self chsession. My
mind is private. I find it hard to digest
what others say about my painting - the
xterioarisation af it. (47)

However, in the course of discussion you

realise that you are in the presence of a very well-read

Mans; aman who has lived life to the full with a wisdom

which can be nothing other than inspiring. Having never

had a recognised training in an art-school, he is
nonetheless conversant with the main influential art
movements af the century.
A man who recommends that one be the 'servant of many

paintings' (47) is himself constantly engaged in the

process of image-making, fram the departure - point of the

experience, through the crafting process, right up to the

point of the resolution of the 'problem' (47) which that

painting may have presented. It may have been a problem of

colour balance, of finding the correct 'key' (47) within
which to play the palette. More often than not he admits

e

fl

e

it is a problem of colour.
-32-
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Tony O'Malley.25.Fig
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His own definition of what painting is, gives
US an immediate insight inte his very personal world of the

constant questian and answer orocess which carries him

through the entire engagement.

My own idea of painting is not really a
spontaneous one. Tt is} just a painting
demanding something from me, sa it cantinues
to exist and demand until the day I take it
down and put it away. (47)

There is an angoing dialogue between the

object out there and O'Malley's facility of response to

that object. Painting for him has become the commitment toa

the integration of the external world and the internal

response af the artist.
From a practical point of view, the surface

is the primary comcern for him. It is all too evident in

BO many Of his paintings, with their incised lines and

bored holes, that he breaks a barrier beyond the vacuum of

@ blank canvas before he engages in the colour process of

abstract representation through his technique of laying
paint on paint. By what he calis the 'organic sense of

painting' (47) he means the constant growing of image upon

image, whether in the mental sense of one image growing out

af another or the actual layering of ground upon graund.

Secondary toa this cancern with surface,
O'Malley works from what he terms 'a kernal''047). This he

further defines as the initial response to an experience of

a place or am incident. This 'kernal ''047} then extends and

&

i}

carries through the whole painting.
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Within the gentle personality of Tony

O'Malley there exists a quiet stubbornness. He pushes and

involves himself with an initially blank surface,
consciously trying to break beyond and shed the ego. He

has no time for the rational inquiry What am I going to

say?' (47). He maintains that it is better if you say I'm

not going to say anything. i'm just going ta paint that
board' to overcame any inhibitions'. (47) He continues:

What the hell, Lif
where you have noth

e

really saying is
out of it and it

s short, and you find
gq to say, what you're

rainting. You disappearains a painting after
that. Your ega e@ thing that says " What
am I going to say Initially, you think
what you have to say, must be important, it
need not be important at all. I always say
that painters should paint all the time and
overcame the thing af the initial statement
of a painting -- that's the way I approachit. (47)

LEe

in

Fem
th

So there is a Joh te be done and the

craftsman begins the crafting. He now starts to draw out

the inner world of response into material tangible forms.

Rather than beginning from preconceived forms, his
imes swing him from formintuitive responses will some

related to Nature and to place, to quite a minimal

statement perhaps on weather or atmosphere.

He holds that painting is a'mystery' (47) and

£

in the most personal connection it is 'a long invisible
line in my own spirit where I can see. '(47) By this
definition he is orohably referring to his internal powers

of Sensing or to his intuition.
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To the onlocker with no great interest in the

philosophy behind a painting, O'Malley could be seen to be

decorative and sweet in relation to certain aspects of

colour and structure. It must be admitted that there is an

xtreme attractiveness in the colours of his paintings frome

the past decade or no. e possesses a fluency both in his
use of strong primary colours and within his very

individual, subtle tonalities of secondary colours. Colour

is probably the primary attraction for purchasers of his
work. His sense of structure is aleo eyecatching and on

further examinatian can tbe found to be both decorative and

philosophical. He maintains that, 'yes, painting can

became decoration but it can also be philosophical ' (473.

After coming to terms with the visible phenomena around him

he talks about the search for form that satisfies his inner
need for structure.

His early works, whether they are landscapes,
interiors or still-lifes are all reflections of his
xperience within his facility of response. In these

paintings which are direct representations of a world

Outside of himself, he is already steering a course, intent
on finding a form to express something within himself.
What could be construed as indulgence, where he plays with

colour, light and diffused images, is his method of

xpressing the 'beyond -thing' (49). In more esoteric terms

we could speak of his work as having elements of

H

e

Ee

transcendentalism.
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The raising of one's interest from a basic material level
to a more mystical or spiritual level, plus the looking
within for response and meaning can only be interpreted as

transcendental. Anyone whe has consciously engaged in this
rocess 1s certainly in touch with something 'beyond' (47)

apart fram the material world of surface appearances.

O'Malley talks about the canstant 'pull and

Pp

tug' of the 'something given' (47), the added dimensian that
makes a work sing after the craftsman has crafted as far as

he can go. He is always consciaus of the fine line there

is between the music of the unconscicusly given and the

mechanics of the rational mind. Tt is this same rationale
which can kill movement in a painting.

O'Malley, the non-trained painter finds

poetry in the sound of crows tumbling in squalling flocks
in Bowers' Wood near his home in Kilkenny and translates

a

the audio inte the visual in what is recognised as' the art
of synaesthesia. 0}Sense translates to another sense and

the 'song af the blackbird' (47) ,becames a collage of twa

wooden panels linked by another piece of wood as a

backing. He uses string criss-crossed and pulled
diagonally from nail to nail. The tension of this
construction as well as the colour harmony of the images on

either panel, suggest music. The cross-fertilization of

the audio with the visual is a popular practice with the

artist and can be observed in such constructions as A Blur

Distant Music,Summer. (1991) (F1G.26) Autumnof

Harp 0i991) (FIG.50) and Flate Spring Lyre wi Caw CrowthF

(1991).¢FIG.5i1;.

&





FIG, 26. A Blur of Distant fusic.
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His knowledge of music is alsa non-academic.

He simply knows music, feels music, hence his 'seeing
through sensing' (47) as he £ rms the phenomenon himself.
In his explanation of the construction A Blur of Distant
Music he talked about his 'visual recall' (47) of a sound of

music an the radio being carried an the wind across some

fields from a neighbouring farm. The aural event became

the visual reality wrought in wood and paint. Crossing
intersensory BDounderies requires a shift of cansciousness

from its ordinary level of function. O'Malley seams to
have found easy access to this ability. Maybe this innate

ability would have been hindered had he had an academic

training.
it i5 also useful to consider O'Malley's use

of repetition and formula. Formula can certainly be seen

in his work. However, he is not a slave to formula, the

word 'formula' suqgesting a dry clinical method of

working. Toreckon that O'Malley lives with themes. He

nurtures these themes, evolving them and reconstructing
them according to his inner needs at a particularly given
time. His repetition of these themes in varying
interpretive creatians are conducive tao his getting to know

himself better as a painter. There is @ security alse in

»

arity of theme. Rather than forever expandingpa
sthe famil

one's attention to a variety af thematic material, one

contains a greater potency of energy when working within a

limited range.
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O'Malley chooses to paint things that interest him,

responding to that which is most immediate to him. 4&5 his
engagement with painting grew he saw that it was 'light and&

colour and shape and form and the job of doing it' (47).

Crafting carried him from his wanderings

around Jerpoint Abbey in County Kilkenny and from his
admiration of the craftsmen who carried their vision in

stone, to his adaptation of the same incised lines and

marks which translated well into his modern idiom of

painting.
Accident or co-incidence can always be read

into the abstract in painting, but before what is visually
resolved to both artist and viewer, we must understand that
on O'Malley's part there is a constant interplay between

the conscious and the unconscious, the optical and the

vision of the third eye.

Peter Lanyon, friend and associate of Tony

O'Malley in St. Ives said of the abstract in painting:
Tt requires from a spectator that they should
look at the picture and be prepared to invent
for themselves information about what they
are looking at. i have claimed before and I
think it's sa, that today the nerson who is
looking at the picture is very much the
subject. This may be a very difficult thing
to understand, that in fact the picture

a

doesn't come to life until somebody looks at
it. (7)

No great analytical ability is needed to

decide on what one responds to in an abstract painting even

though certain marks or forms may have occurred on the

Canvas by 'accident'.e
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What would appear to be as haphazard or bivarre as a series
of punched holes on a board, may in fact be the end result
of much engagement with the surface in an effort to find
some structure or design. Referring to one particular
painting in his studio which had several lines of these

"Malvery same holes , Tany ey related how balance and

li rrharmony, leading towards a music y within this paintinga

16 a result of consistent wor and experiment.

Being close to Nature and painting from

Mature ensures that a painter remains within the world of

reality and moat in a worid af fantasy.
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DECIPHERING THE IDIOM

Surface.

Looking for the crafting in O'Malley's paintings leads us

to examine the actual organic surface of the work. He says
of the feeling of the organic in a painting: 'The surface
itself has to have a visual interest, the actual surface

apart from the subject-matter and the lines and all that.
Its technical; it has to do with paint on paint. (47)

The organic is the continuing process of

evolution until the painting 'demands' (47) no more and the

end result is the 'problem' (47) solved. I have already
quoted O'Malley, earlier in the chapter as saying that the

problem is often one of colour and of finding the right
key. But well before the artist must confront the problem

of colour he must consider the surface itself.
Tony O'Malley uses natural materials, the

bulk of his paintings being worked on board and canvas.

Prior to his going to the Bahamas in the mid-''seventies, he

used board mainly as a painting surface for his larger
pictures. Board or masonite is ideal for the distressed
surface which is so essential to his work. The resistance
in the board is necessary for the physically worked ground

which includes the scoring of line and the punching out of

small holes. However, travelling to the Bahamas and the

inconvenience imposed by the transportation of heavy boards

of masonite necessitated his switching to canvas for

periods of work completed abroad.

40-
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However, he is still most at home working on his original
hard surfaces.

Many of his smaller works in gouache and

watercolour have been executed on paper. See November

(1976) ,(FIG.39) St. Martins Fields (1973), (FIG.40) Birds
(1975) (FIG.39) and Bird Flight (FIG.45.) as examples of

small works in gouache on paper. The nature of paper

demands a delicacy of treatment from the artist and here as

1

well as in his range of board and canvas paintings he

excels.

41*
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Themes.

Having looked at the surface of Tony

O'Malley's paintings and the technique he employs in his
treatment of surface before engaging in the painting
process, I would now like to look at the thematic element

of his work.

"Endowed with' what Aidan Dunne calls 'a

strong native impluse',(27) O'Malley paints close to the

earth and its elements. With nature as a departure-point
he is never far from the landscape and its organic shapes
and forms. In his early representational days, he painted

directly from the landscape with a worm's eye view. In

Mines,Avoca (1952) (FIG.27) and Winter Landscape RossWweN
=

(1957) (FIG. 26) we see him grappling with linear
perspective. I like the sharp sense of recession that he

sucessfully captures in Winter Landscape. However

traditional his perspective may be in both of these

paintings, his colour is already echoing an expressionist
response which would evolve in the following decades.

He talks about being close to Nature and for
him 'Everything is included in that - fields, the woods and

the farms. I'm sensing it and the mountains im the

distance'. (47) When I asked him what he would find enduring
and permanent in landscape he answered:

My idea of landscape is a landscape of an
Older time, of my generation. So I'm quite
shocked when I come along to an old part of
the country that I knew so well and find that

e

e

Y

T can't find my way through it on the new
roads.
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FIG, 27.

FIG, 28.

lines Avoca (1953)

Crayon/ink/pastel.
24x32 cms.

¥ oye en et a

mat
ho kee

Winter Landscape, New Ross.

Oil /Board.
61x75cms.
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T don't want to do anything about that in
art; this is me now, being old-fashioned,
trying to find my way to an "old place" that
I found on my bicycle and find I can't find
it. There is a flyover on the road. This
was in Cornwall as well. That would be a new
landscape. I'm quite conservative inside,
you know. The enduring part of the
landscape would be the landscape of the woods
and the mountains and if the country is flat,it is alright that it is flat. (47)

Actually the area around his home in Callan is extremely
flat with only the mountain of Slievenamon breaking the

regular rhythm of the landscape.
So his earliest works represent the

countryside to which he was accustomed as a young man.

However, years of experience and experimentation have

richly endowed him with an ability to respond to a fragment
of nature, maybe a moth's wing or the feathers of a bird.

Landscape i5 50 ingrained within the man's nature that such

minutiae or even other abstract subjects will materialise
in what would appear as landscape forms. The painting The_

most recent show, Novemeber 1991, has an organic reality of

form which, if we didn't have the title as a reference, we

would almost say evolved from the artist's in-depth
knowledge of the landscape, either here in Ireland or in
Cornwall. In looking at the forms in the detail of the

painting (FIG.29-Detail) we could be looking at a seaboard

area with mountainous contours, from an aerial
perspective. Contrary to visual impressions, the subject
matter for this painting had its genesis in the captivity

a

Lang Night of Brian Keenan(1990),.(FIG.29) exhibited in his

and consequent hardship suffered by Irishman Brian Keenan,
while held hostage by Arab paramilitaries in Beirut.

-4%-
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FIG. The Long Night of ;

Brian Keenan 9990.!
29.

Oil/Board 64x12 inches

Detail

FIG.29

~43a
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With the passage of years and through living
abroad, away from his own rural locale, O'Malley has risen
above the 'ground level' of his early landscapes as in the

two paintings I have already mentioned (FIG.27) and(FIG.28)
and in the painting Ballywater Road, Callan (FIG.30). He

has attained a different perspective on his world. The_

Valley Cross (1990), (FIG.31) an cil on paper demonstrates

this in particular. He says himself that he based this
work on an old celtic cross near his home in Callan, but

yet how evocative this painting is of Irish landscape with

its fields and its land markings. There is certainly what

Brian Fallon terms a 'richly regional feeling (14) in this
painting as in paintings which he did in his younger days,
around Callan, and even though he is not a strict painter
of landscape or panorama in the sense in which Peter Lanyon

captured in Cornwall, in his own image, Tony O'Malley
incisively captures the essence of the places with which he

was well acquainted, through his dealing with fragments of

the locale. In Ballywater Road, Callan he encapsulates the

steely coldness of a backroad in the snow. There is a

certain loneliness in this painting with its absence of

people. And still there is a nostalgia surrounding it as

is evident in many of the paintings of Callan which he has

created through recollection. Moving many years forward in
time to dealing with place in its essence we see him in a

Painting such as The Bird Lake, Paradise Island, Bahamas

(1986) (FIG. 32) ,as wholly absorbed in the exoticism of

flora, birds and the traditional associations of those

2

e

e

islands.
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FIG. 30

FIG. 31.

aklywatenr Road, Catan.

The Vabley Cross (1990)
Oil & Collageon paper
23x16$ inches

(Undated).
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The Bind Lake, Paradise . island

Acrylic on board
4' x 6'
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The owl appears here again,the bird most often associated

with the voodoo lore of the Bahamas. There is a sense of

breathing evident through the many layers of colour and

brush marks which he has applied, and image seems to grow

out of image. Even the half-face of the artist and the

nearly full-face of his wife Jane, seem to emerge from the

thick jungle-like tapestry which is filling the canvas.

Their images are certainly not imposed as a final layer.
They have grown there.

The craftsman in O'Malley has worked and

struggled with 'coming to terms with the visible (47)

around him and has inspiringly transmuted to the

philosopher who lives and reveals from within the rich
world of 'inscape. (47)

"Inscape' (47) he says of the term first
coined by the poet Hopkins 'is a very good word because it
is the inscape of the thing that is the reality of the

thing because it 15 that out there and you. '(47) By this he

means the intuitive nature within himself which guides him

towards reflection. He looks inside after looking outside,
recalling the experience when distant from it. O'Malley
does not abstract in painting for the sake of abstracting.
His paintings offer deeper levels of response within his

layerings, than the first obvious response. In fact you

could call his paintings 'growths' of subconscious

response.
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His strength in an overall analysis, lies in

his handling of the sensory response to whatever catches

his attenition outside of him. He may wish to make 'a

landscape of the caw of a crow' (47) or moving indoors he

may wish to capture the stillness of a cluttered table or

window-ledge, or he may wish to indulge in what Brian

Fallon calls the 'genre specially close to him, still
life'. (14)

As early as 1961 O'Malley was painting in his
then slightly expressionist style. He is many experiences

away, in the painting Interior (1961) (FIG.33) from the

diffused luminous palette of the pictures painted in the

Bahamas or in Lanzarote. In the painting entitled Night_
Crows and Still Life - Physicianstown,_
Callan(1986/87) (FIG.34) he is exercising his many skills of

colour manipulation, observation and fragmentation.

Paintings such as this do not accomodate the viewer as

would the small gouache Country Still Life with Crow and

Magpie Feathers No.2. (1980) (FIG.35). The complex

personality, (even though he would deny possessing such a

personality) of O'Malley playfully sets up the cryptic
visual puzzle in the former and demands examination. We

feel obliged to question the significance of the title
Night Crows and Still Life. The crows seem to be

everywhere within the frame, in fragmentation of course and

the mood is one of evening, suggested by the violet
tonalities of the ground. It isn't dark night as there are

many areas of luminosity. The incised lines, triangular
shapes and deliberate relaxed flowing panels of colour,
inject movement into what is paradoxically called 'still

*

life'.
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FIG. 3 Interior (1967),

Oil / Board.
61x122 cms.
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FIG. 34. Night Crows and Still Life - hysicianstown.
(1986/' 87)

Oilon Board 8 x 36 inches.
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FIG, 35. Country SLible Life with Crow and
Magpie Feathers (3/1980).

Gouache on Paper
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The subtlety of tone and the intimacy of the

homely objects in Worktable (1981) (FIG.34) are the

attractive elements in this still life. He is as much in

control of the pictorial formality in this painting as he

is in command of the composition with the twin paintings
Gull Passing By No.1 (1975) (FIG.37) and Gull Passing By

No.2 (1978).(FIG.38) In these two pictures, it is

interesting to note the juxtaposition of the interior

against the outer space. Rather than focus on a

traditional horizon or maybe samething of architectural
interest he has suggested the exterior by concentrating on

a bird in motion.

O'Malley's commitment, not just as an

abstract painter but as a sensory painter takes him beyond

this material world of the optical and seeing merges with

sensing. "I think the main thing about seeing is sensing,
because if you can see through sensing, the painting
becomes a sensory thing, it has a presence in it then. (47)

The visually curious artist in him searches constantly for
new experiences and stimuli and on occasions of painting an

unusual work he may explain 'because it was a new sensation

I put it down. (47)

Thematically, Tany O'Malley's world is a

world of motion or one of repose whether in the figurative
or in the abstract sense. He extracts constantly from

nature and his immediate environment, painting what

ry

interests him alone.
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FIG. 36. Worktable, (1981), O' fiakbey.
Gouache on Paper.
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FIG. 37. Gull Passing By N°7 (1975.),

Hic. 38. Gull Passing By N°2 (1975).
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Matters of Structure and Space.

Structure, format and space play a very
central part in Tony O''Malley's work. As a craftsman, he

is very conscious of the surface on which he works but

accompanying this is an equal concern for the boundaries or

framework within which he creates his images or forms. The

tendency to almost map out the surface into structured

Space was perhaps greater in his earlier work. In later
paintings, besides working in more diffused images and

colours his delineation of space also lost its sharp

angularity so typical of pictures such as November
_

(1976) (FIG.39) or St. Martins Fields (1973) (FIG.40).

Already viewing landscape from a 'bird's eye
View' he is abstractly mapping aut that which is of

immediate importance to him. The pacing or composition in
both of these works is extremely geometric and in both

there is what could be termed photographic positive and

negative images of the landscape.
His painting St.Martins - Spring_

(1972) (FIG.41) is a more complex composition comprised of

four integrated panels, each displaying geometric shapes
and linear patterns. These shapes actually appear later in
work from the 'eighties and 'nineties as softer areas and

markings. The main difference in his later treatment of

such similar organisation of composition is that shape and

pattern take a visually secondary place to colour and they
lose their strong definition as geometric figures in their

3

*

merging through multiple layers of paint.
*
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November (1976 ) FIG. 40. St, Martins Fields(1973)FIG.9

St, Mantins - Spring (1972)

Oil / Paper on Board
122 x 88 cms.

ae ae

ee

\ a)
¥

fag ¢
ie

"a ue
*

yn

a BO ea23%

ne 4oe
es th

ye: ¢

es
E}

tb

Bid

r tw
oa

wa

if,
eae!

oe
ae

-

FIG. 41.



e

6

6

a

@

@

@

@

®

ry



A deviant diptych format is to be vaguely
detected in Lanzarote -- Moth Series, (1990) (FIG. 1) but

whereas the fields in the Scilly Isles may have been the

inspiration for the treatment of space in earlier works,

his latest fascination with moths' wings probably provided
the stimulus for this most recent painting.

The iconographical format of the Celtic High

Crosses and old Monastic sculptures which fascinated him in

Jerpoint Abbey as a boy, probably lend their small

panel-spacing to paintings such as Sea - Windows, (FIG.42.)
and Spring (1972) St. Martins. (FIG.43) The same

composition subdivides the surface of two other /gouaches
from 1975 and 19773 Birds and Bird Flight No.2(FIGS.44 and

45) respectively'. The latter two, I think, are more

interesting visually, in that the subsections are unevenly
delineated and each little panel has a particualr focus of

interest. The markmaking in each of the panels of Bird

Flight No.2 is different and is certainly reminiscent of

looking down on landscape from a high viewpoint.
Cruciform format is another compositional

device which O'Malley uses frequently. The four integrated
panels in St. Martins Spring (1972) fit within this
design. (Fig. 41) The Valley Cross (1990),(FIG.31) his two

Calvary paintings (1983) (FIGS.59 and 60) and his Bahamas

Dusk (1981) (FIG.46) all f1t within this category of formal

structural planning. The format is somewhat diffused in

the last painting where colour and his concern with light

e

have predominated.
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FIG. 42 Sea Windows (undated)

e

FIG. 43 Spring St. Martins April/May (1972).

Oil on Board
128x91 om. ~A9e-
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FIG. 44. Binds Gauche (1975)
ouache 112x16} inches
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FIG. 45. Bind Flight N°2 St. Martins Undated).
Gouache 112x163 inches.
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FIG. 46. ahamas Dusk (1981).

5' x 4' Acrylic on Canvas.
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O'Malley experiments just as ably with the

triptych format, creating three individual panels within
the one unified space as in Obeah Signs - Bahamas

(1985) (FIG.47) or in Goombay Music (1977).(FIG.48) Ina
very sparse statement he uses this structuring also in St.

_

Canices (1976-81) (FIG.49)..
In assessing O'Malley's structuring of the

picture plane there is a feeling of his need to find a

rhythm and a structural within the looseness of the empty

canvas. His inbuilt feeling for music and rhythm are just
merely crossing those intersensory boundaries between the

audio and the visual.
To further examine structure within Tony

O'Malley's idiom we can see that constructions have become

an integral part of his repertoire over the years. For

these he has used driftwood and dried out wood from felled
trees. One of the most striking constructions in his own

collection is a piece built in the form of a set of

panpipes. He calis this Srynx after the legendary deva or

e@lemental, who, in her efforts to elude the god Fan,

changed herself into some reeds by the side of the river.
Pan oblivious to her disguise, plucked the reeds and made a

piped instrument with which to woo her. O'Malley's own

personal reason for making this construction was:

When the sycamore was sawed down here, I
missed it so much that Jane saved a lot of
the top-wood and I made that out of it. I
called it Srynx. The ideas came out of

e

*

a

nature. That would be my love of the old
Sycamore tree. (47)
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FIG. 47 Oheah Signs(1985).

4' x 6" Acrylic on Canvas.

bah)

.
an (ME! bd rti Al Avonx Seed Pe

ayya
"hw

be "4,%
geERit

Y ay
-7 iN

A tg ff £R\"af
@.wy fe fat
waye 4 4 |

cs

ap geas
ra
4
im \
by a s

Be ed Vg \
yir i{e

i Ary

a wsoh #4
4

hey
¢ 5

ay
i?)

Pes it a2 "
¢

aA be i? & g

fra

\ sy"wv 'i * ng
é }

ay
Ala ape

eae
i



e
o



Goomhay Music 1977

Acrylic on Canvas

58% *46 inches.
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FIG. 49. St. Canices. Undated).
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Living beside the sea in St. Ives allowed him

continuous access to driftwood washed ashore by the tides.
In his interview he spoke of an exhibition of Cornish Sea -

painting:

There were tremedous collages there from
wreckage. There would have been a lot of
wreckage in that area. It has grounded a
good many ships in pieces around Land's End.
And there were some lively colours in
them.... Rusty Reds and blues. I'm still
very interested in collage. (47)
Both the constructions and the collages are

the nearest that Tony O'Malley has come to working in 3 -

D. Even though he says that he does not have a feeling
about sculpting he still manages to lift above the flatness
of the 2 - D surface. While collage is the primary
extension of a 2 -- D surface, construction certainly
carries the initial trademarks of sculpture.

e

In works such as Autumn Harp (1991) (FIG.50)

Plate Spring Lyre with Caw Crow (1991) (FIG.51), he is not

far from the transition -- line between the smooth surface
of 2 - D representation and the form in space of a 3 - D

creation. [It is true that paint plays an integral part in

these two works in their final presentation but in his

usage of nails and string he is actually expanding the

flatness of picture surface into another space. However

these constructions are not free standing in the

conventional tradition of 3 D presentation. In the sense

in which they are presented they are still conforming to 2

D format.
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FIG.30 Autumn Harp (1997)

Acrylic & Collage on
wood. Construction.

21x43 inches.

-5la-

FIG. 51. Plate Spring
with Caw Crow.

Oilon wood.
Construction.

48x4 inches.

Lyne
(7997)
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ASFECTS IN APPLICATION.

»
Taking that Tany O'Malley is primarily a

coOlourist and conjuror of light in painting, it would seem

only fitting to consider some of his work in greater
detail.

In this section I have chosen a number of

paintings in chronological order which are most expressive
of O'Malley the coloaurist, Both in his early and mature

work.

The painting Portrait of my_

Mother , (1953) (FIG.9) was painted in 1953 two years before

he visited St. Ives for the first time, a period in his
life which may be considered as the greatest transition in
his artistic life. It is obvious in this painting that his

feeling for colour was already strong. At the same time

the concern with representing the figure in a semi-realist

way, takes precedence over what would Later become a nearly
total concern with colour. The tonality in this shows that

he could then handle a high-key palette as well as paint on

@ lower chromatic register.
It is interesting to see the initial drawing

lines emerge through what we could consider to be an

unfinished painting. Some might consider the blue line as

being invasive, because in one way it fights with the

fairly close palette of browns and yellows of the main

composition. But, on the other hand, does its coldness not

accentuate the warm, almost sculpted beauty of the face and

se

e

of the upper figure?
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The face has been resolved in realist tones and his use of

light and shade to define the features is a mature one

bordering on academicism. As regards the treatment of

colour in this portrait it could be suggested that the

genesis of his later palette is already in existence. The

yellow he has used here, is laid as a monotane top layer on

a warmer more earthy ground in the top right hand corner,
and applied over white in the centre which in turn is

painted over burnt sienna. The same yellow can be read in

paintings such as Harvest Light (1990) (FIG.52). However,

his handling of yellow in this recent painting is more

refined and sophisticated in its many tones.

His painting East Wind, St. Ives

(1961) (FIG.53}, a gouache, is rendered totally in tones of

brown and white. Without ever considering the climatic

associations of the title, East Wind, the colour rendering
in this painting suggests the cold and the rawness of an

unsavoury day by the sea. Representing weather in

chromatics was probably the artist's main concern in this
painting. The absence of any great colour is probably
reflective of a day of depression; a day spent indoors,
windowed away from the elements. In fact O'Malley has

painted many pictures from inside his studio window in

Portmeor, St.Ives and a good number of them are painted
within the same colour range.

It is of interest to note that while looking
at the work of other artists who worked within the St. Ives

context, I have come across some paintings by Ben Nicholson

and Feter Lanyon which employ the same use of palette as

e

that in Tony O'Malley's painting.
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FIG. 52. Harvest Light
(7997),i

Oi1on Board

48x36 inches
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FIG.52.

Detail Harvest
Light.
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FIG.S3. East Wind St. Ives. (1967).

Gouache 16 °x224 inchesa

FIG. 57. Drift (1967) Lanyon
Oil on Canvas
60x42 inches, -53b-
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Nicholson's two paintings of Portmeor (1928) (FIG.54) and

Fortmeor Window looking out to sea(1930) (FIG.55) plus his
tinted drawing St. Ives 'Harbour from Trezion (1951) (FIG.51)
are all worked within the low range of colour as that in
which Drift (1961) F1IG.57) by Peter Lanyon is painted.
The question that could be prompted here is 'could there be

a borrowing of palette on Tony O'Malley's part or was he

just using the tones of the celtic palette which he had

already earned through observation prior to his coming to
St. Ives?

Similarly a study that was painted in 1965,
A Hill --Farm in Winter, (1965) (F1G.58) is quieter in colour
than works of the 'seventies, 'eighties or 'nineties. This
painting does not seem to have had the same intensity of

engagement as that used in Portrait of my Mother (1953).
Brian Fallon described the 'sixties as being a difficult
introspective time for O'Malley. In 1958 he lost a much

loved brother, Mattie. In the early 'sixties he was once

again beset by illness which hospitalised him for long

periiods of time. By 1965 he had lost one of his closest
Cornish friends Peter Lanyon, so it is not surprising that
his work is lacking the vibrancy which he injects into his
later works done in times of greater happiness and

integration. In Hill-Farm in Winter, maybe all he wished

to do was to sketch in paint, and to capture the atmosphere
of a Winter's day. Or then again, maybe it was the

pleasing contrast between the red of the door and the

dominant grey greenness of the surrounding area that
excited him to representation. Still leaning towards

horizontal-perpendicular representation, this picture

>

e

raises a few considerations.'
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FIG. 54.

Ben Nicholson.
oatmeon,

(7928).

- Oil on Board
16x22 inches

FIG.55.

Ben Nicholson.
Poatmeon
Window Looking
out to Sea,
(7930).

Oil on Canvas 254x344 inches

FIG. 56.

Ben Nicholson.
St.Ives Hakour
from Trezion.
(7957).

Oil & Pencil on Board.
17x204 inches
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FIG. 58 A Hite - Farm in Winter. (1965)
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We may wonder if Tony O'Malley by 1945 would still have

sought the comforting security of such a local familiar
Sight as this farm. After all, this was painted ten years
after his first visit to St. Ives. A lot of artistic
experimentation had been done by now. Was he just going
back to an old style to test if he still had his roots?
There is a looseness in the handling of paint, where he may

be testing his facility to represent in tonal painting,
what earlier he would have represented in a wider range of

colour.

Tony O''Malley's twin paintings Calvary_1 and

2(Figs.59 and 60) which Brian Fallon classifies as a

diptych are two powerful works from 1983. WNon-illustrative

in the strict sense, of the actual event of the

crucifixion, their language and colour would suggest that

they are rather studies of the materialisation of a search

within on the part of the artist himself, a search for an

explanation of death, suffering, and a going beyond the

darker side of life, to resurrection. Brian Fallon says of

these that 'they are full of the presence of death and

suffering yet hint that the crucifixion myth is also one of

hope and resurrection'. (14)
In Calvary_1l we see a frame packed with

macabre almost skeletal abstractions of figures and

implements. There is an intense impression of activity
suggested by the interpenetrating angular forms. However,

there is a certain grace and elegance to be observed in the

simple forms of the standing figures, especially in the one

e

on the extreme right.





FIG. 59. CalvaryN°7 (1983).

Oil /Board
122x92cms

Oil /Board
122x92cms

-55a-

Calvary N°2(1983).
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It could be interpreted that O'Malley painted
this painting from his dreaded 'black hole '(47} of

depression. The essential celtic palette of the artist's
stony blacks, greys and browns is used here and the colour

recession from the outer bright layer through to the dark

distant layer is almost an invitation to the viewer to

enter into a sympathetic state of introspection or more

constructively to a meditation on death and suffering.
In Calvary2, if taken in logical sequence to

Calvary_1l, there is a move away from the severe torturous

introspection in the first half of the diptych. It could

be suggested that this painting was created from a

departure - point of hope and illumination. The lifting of

the colour from a bass register to the higher ethereal
blues and aquamarines suggest more of a serenity and give
an impression of looking outwards and upwards. The dark

skin of death has been left behind and this second

meditation is focussed on more ethereal matters. Something

as simple as the transmutation of the skull-like head in

the left-hand upper corner of Calvary_1 to the somewhat

upward-looking ecstatic face in the right-hand upper

section of Calvary_2 could read as a change of mood and

attitude on the part of the artist.
The essential marking of O'Malley's

calligraphy adorn both of these boards. Within the

characteristic multipanel structures, we can see the

triangular and lozenge shapes, the scored lines and the

s

e

irregular elongated parallel forms.
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Detail
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FIG. 62. dane Harris, the
Canadian artist
who hecame
Tony O' fatley's wife
in 1973,
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These are paintings which would appear to have taken time

and much work to integrate in their images, and lack the

spontaneity of smaller, more immediate works. However, the

meditative aspect is strong in both of them and they
reflect Tony O'Malley's excellence both as craftsman and

stragegist in colour.
The painting Earth-Lyre (1990-91) (FIG.41) is

but one of many board-paintings which show Tony 'O Malley
at his lightest, his most exultant and certainly at his
most mature as a colourist. Laying skin upon skin of

translucent colour, his palette range in this painting,
reaches from very cool blues, a strongly luminous cerulean,
through secondary greens both cool and warm, right up to

the heat of an economically used vermillion. There is the
odd visual pause at a sensually flesh coloured irregular
stripe, or at the strongly contrasted shorter strips of

black in the shell - like form in the lower third of the

board.

OQ'Malley's sensitivity to colour in its
highest frequencies i5 in distinct contrast to the colour

range which he used in his Irish paintings and his works

created in Cornwall. Subsequent to his marriage in 1972,

to Canadian artist Jane Harris (FIG.42) and ensuing visits
to some of her relatives in the Bahamas, he could not but

be excited by the difference in light, colour and

vegetation in this other place. It is my opinion that

O'Malley would not have refined his sensitivities to colour
in the same manner, had he spent his maturing years as an

a

artist, in either Ireland or Cornwall.
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How could he have retained his celtic palette of quiet
sombre colours when placed in such a climate of

sub-tropical exoticism? His responses which have been many,

to his new place are indicative of a love-affair with

paint, with colour and with light. He can be quoted as

saying:
In the Bahamas, painting big canvasses
outside gave you a very exultant idea of
painting. There was actually a "what the
hell about it." Colour and birds and light
came into it. Cats came in and went out
again. That I think was a great joy, living
with Jane's family out there and living with
the cats and dogs and the birds out in the

2

jungle. "Twas a different kind of
experience. (47}

Earth-Lyre in fact dates from recent holidays
spent in Lanzarote, one of the Canary Islands. But this
work could have been painted on Paradise Island near Nassau

in the Bahamas. It exudes the type of light vibration and

tonality which he learned in the Bahamas. The same

frequencies of colour are used in Bahamas Dusk, painted in

1981(FIG.41). However the marking-patterns are less
intense in Earth-Lyre. the forms however abstract, are

diffuse in both and the structure is loose even though

there is a hint of a cruciform design in Bahamas Dusk.

There is more of a sense of abandon within the brushwork of

the later painting, almost suggesting that, having reached

a fluency with colour he can now layer at will, allowing
the painting to direct itself. However within the more

strict panelling of Bahamas Dusk he has concentrated on

counteracting tones of the same colour, coming from dark to

a

e

& top layer of light.
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His subtlety in the handling of colour, lies within his

placing of panels of complementary colours side by side,
thereby creating a constant visual search for the eye of

the viewer. There is an overall sense of pulsating
excitement to be felt in the panels of this painting and no

less than Earth-Lyre it shows O'Malley's mastery of colour

and light in all its high frequencies.

Referring once again to Earth-Lyre,the
engagement with the surface of the painting, by comparison

to the earlier paintings which I have discussed in this

section, seems to have demanded more intense energy,
however fluent O'Malley may now be with his usage of

paint. Through a suggested aerial perspective, we can

sense the layers of colour which integrate into a painted
surface of magic luminosity. There are many exciting areas

which draw the eye inwards and downwards, the most dominant

area probably being the strongly conrasting black and green

striped image in the lower portion of the painting.
Probably referring to the image of the lyre, the

'kernal' (47) of the original experience, this motif is

protruding from the quieter but vibrant tones of blue,
violet, pink and green. The eye searches, wondering where

to begin or end; using his colour layering technigues, many

grounds have been laid over one another so that there is no

real beginning or end. It is almost like circling within
currents of air. But there is the odd strong stopping

point; four main ones in fact in the form of the lines of

bored holes, the veins of structure which can lead the eye

e

*

in a defined direction throughout the whole picture.
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UNDERTONES.

Tt is not just the light, the colour or the

atmospherics which attract me to a deeper inquiry into Tony

O'Malley's Bahamian paintings. It is also the undertone of

a preoccupation with superstitions and with the indigenous
culture of the native people of these islands. It is
debatable as to whether O'Malley is a man of superstition
or not. He certainly has a feeling for the 'energies of

the countryside' (47) as he calls them himself and

unashamedly talks of the 'Pooka'' (47) and other entities
within an Trish context, almost as if he were acquainted
with them.

The melancholic side of him would appreciate
superstitions and their sinister content by virtue of the

irrational fears they can instill in people. The world of

the occult, in the sense of hidden energies can feed the

man of melancholia. I am convinced that O'Malley,
melancholic or not, acknowledges and confronts the realm of

Glemental energies thereby exorcising the devils of

negativity and despair.
Irishman and artist, living within an Irish

context and his having been raised close to his people's
traditions, facilitated his linking up, many years later
with the superstitions and culture of the Bahamas. He

spoke in his interview with me, of the Obeah tradition and

rituals of the Bahamas. Obeah is a type of voodoo brought
to those islands by the African population and it is
closely linked to Catholicism with its ritualistic use of

Holy water.

41-



The actual original surface of the board

having been distressed by inscribed lines, and a rough

granular texture having been added to various areas between

the lines, O'Malley has pushed and moulded his paint as a

sort of play of harmonics between colour and texture. For

example in the detail photograph(of Earth-Lyre, (Fig.41),
several diffused sections of the board have been portioned
off around a form which could be loosely interpreted as a

head or a mask; the inscribed circular shapes in the yellow
ochre area suggesting eyes. Above the 'head' form the

purple linear motif plus the purple ribbed triangle in

which the superimposed red defines the bored holes, could

be what O'Malley means by the extension of the 'kernal' (47)
from its original centre. These shapes are certainly
echoing the green and black shell shape. O'Malley's
diffused bird motifs are also appearing again in the

feather-like turquoise and red stripes. The decorated

holes could be read as the eyes of those same birds.

60



In his painting Bahamas - Obeah Signs
(1985) (FIG.47.) there is a nervousness and a tension

implied by the central owl figure with its grasping claws

and its gimlet eyes. Another bird-like head penetrates
what would otherwise be a pleasant warm sunfilled, yellow

surface, and the two masks in each side panel speak as if
from the shadows. A tangible scraping or scratching
movement 15 suggested by the claw-like stripes within the

blue panel.

However, the presence of distant small birds,
has become more of an ominous presence in the painting The_

Birdlake - Paradise Island, Bahamas (1986) (FIG.32). The

actual full bird - forms appear transitorily in this

complex world af imagery and bequeath a legacy of eyes,
beaks and claws to this busy world of shadows and

undergrowth.

There are two partial faces in the bottom

left-hand corner and in the right lower corner. These

suggest Tony and Jane as observers within this other world

of a foreign tradition. It can be deduced that the artist
is saying that they both live at ease with the presence of

these rituals. They may not fully understand them but they
are open to their presence.

The diffused bird -- image is very much part
of these Bahamian canvasses. Another associate from the

St. Ives' days, Patrick Heron, once said of O'Malley's
work, there is an absolute unity of feeling informing all
his works. '(16) Heron could have extended his statement toa

e

saying that there is a unity of identity or association.
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Certain images carry through work as early as that done in

New Ross, through his time in Cornwall, to the Bahamas and

up to the present day.

His bird - motif emerges time and time again.
Both as a full expressionist image and as a diffused one of

eyes and sharp beaks it infuses Spectral Garden - Bahamas

(1985) (FIG.43) with its sinister presence, mainly because

of its associations with voodoo In a more unobtrusive way

it lurks in the dusk of Samana Cay - Bahamas (1986) (FIG. 64),
its feathers and claws affirming its territoriality. Its

'foreflyer', the crow sought its own compositional space in
an abstract movement of wings in the painting Crow-flight_
homeward (1983) (FIG.45).

In an economy of colour and image Tony

O'Malley excels in his reduction of the bird to speed and

directional movement. There is something of the Aboriginal
North American in this with its strong contrast of red

against black against white and the big grey sky that

O'Malley loves. Its dominant shape is reminiscent of a

chief's head-dress and particles of beaks design a loose

frame around the kernal of feather lines.
Would 'crowscape' be too presumptive a term

that could be applied to O'Malley's materialisation of this
'bird of ill-omen' (47). As landscape becomes 'inscape' (47)
for him in his tireless quest for the essence beyond the

literal, so the crow becomes a special point of departure
in the artist's vocabulary.
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FIG. 8. pectral Garden -

ahamas. (1985)
Acrylicon Canvas 4' x6'
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FIG. 64. Samana Cay -

Bahamas. (1986)

4' x 6' Acrylic on Canvas.
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FIG. 65 Crowhliaht -Homew
(7983)

Oil on paper
40cm x 50 cm
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His response to this bird is unique in its many

variations. Its fragments, be they eyes or feathers, can

become a still-life as in Na Cleite agus na Preacaid (Fig.66)

(undated) Crow Feathers. (19853) (FIG. 67:0r Crowplace

(1980) (FIG.68.). Tony O'Malley himself says:
a

I hold to abstract from a painting very much
and a painting begins in an abstract sense.
Say about painting crows in the sky.
Sometimes I would think of a crow as three
triangles and a beak and an eye. That might
be in the form, and the crow might be
dissolved all over the board in these forms
but the 'crowness' of the crow would 'nt
change. (47)

As an early oil on paper this painting Na_

Cleite agus na Preacaid, suggests an almost clinical
O'Malley dissecting the bird in a lab, wanting to make

sense of it. He has taken flight away from the material

reality and he is finding a language with which to express
the bird in future paintings. Many years later the crow

Crows and Still Life - Physicianstown. (1986---'87} (FIG.34).
The humble grey crow of Callan is now endowed with a

borrowed light. In shades of twilight it asserts itself in
Visual acrobatics filling the board with triangles and

arrows, at times shooting through space from opposing

angles.
Brian Falion speaks of O'Malley's treatment

of this bird:

A simple crow's feather picked up in a field,
has led to a series of striking still lifes.
Sometimes the black and angular shapes of the
birds convey something sinister, almast akin
to a Witches'sabbath; and then one remembers
the sinister side of the crow's character and
legend -- as a Carrion bird picking corpses, a

has found its natural space in the ethereal air of Night

*

predator, a messenger of evil omen, even a
harbinger of man and death.14
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FIG. 66. Wa Cheite agus na Preacaid Undated).

Oil on paper 45cm x c
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FIG. 67. Crow Feather. (1983).

Gouache 114x16} inches.
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FIG. 68. rowplace (July 1980 ).

ouache on paper.

24cm x 4
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The crow as just one of O'Malley's elemental

images has been nurtured, developed and perfected. it
translates with much facility into images of other birds in

aA

O'Malley's world outside of Ireland.
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INTEGRATING THE IDIOM.

a
Some of O'Malley's most recent work has been

done in Lanzarote, one of the less commercialised islands
in the Canaries. True to his essential handling of place,
abstracting its essence and creating canvasses rich in

light and atmosphere, his treatment of the Lanzarote

landscape and environment bears witness to his visual

knowledge of the place.
There is a barrenness and starkness in this

island, but there is a warmth there too. Much of its black

and red clay soil as well as its rocky terrain are a result
of volcanic activity. Whereas his paintings, abstracted

from the Irish landscape, reflect his relationship to the

land and its history, his paintings from the Bahamas echo

the exotic. In other words many of his Irish paintings are

painted in stoney, cool low tones, while his Bahamian

works' reflect the fertility of Paradise island in their
richness of high -key colours.

Tony O'Malley's paintings done in relation to

his experiences of Lanzarote could almost be seen as an

integrated working ground where elements of his other

places of painting meet. It was interesting to note in the

November 1991 Exhibition, that many of the watercolour

paintings which increasingly use collage, are in fact
rendered in a palette close to that used in some of his

early St. Ives' gouaches, except that there is an added

richness by his use of Burnt Sienna.
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The red clay of Lanzarote cannot but reveal itself in

paintin la deof essence.See the painting oOGo

Graciosoli?Si) tFiG.&4?ias an example ofthis visual reference

lay af the island. In those recent paintings
of the

to the

mi the textured surfache is aiso more interested

paper before apolying airy ranslucent layers of paint.
His concern w surface continues to be an evolving one.

One painting I particularily like from this
exhibition ia Lanzarote Collage (1989) (FIG.70). Tk is a

painting af delicate surface with a brushed over upper

layer of grey white. Qne might be tempted to cali it a

dark painting because of its lack of colour and its
monotones of Grown black and white, but the essential

O'Malley giow is there, highlighted all the more by the

sharp edged geometric black shapes.
The surface in anMorningto W.S.

(1986) (F1G.71) has the

added interest af curiously worked vignettes of

concentrated scoring. See detail af this painting and

notice how he extends the incised line and bored hole

technique into this added dimension. There is almost a

surface painting in a surface painting within this roughly

squared-off area, a little lower of centre of the detail

O'Malley has very much preservd two idioms

im Ris career as a painter. He has nurtured and developed

his language of the non-figurative while still continuing
to build a store of direct renresentational drawings and

im the textured surface

rt

ith

@

nL

Gr ah it Foe his ile1

picture

paintings
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FIG. Sinoeco - Ista de nacioso. (1997)

Oil / Board 36x48 inches
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FIG. 70. anzanote Cokbtage (7989).

Acrylic & Collage on paper.

113x163 inches.

-67b-

= a
art ot

bia PH ae"{a af

Ry "a Ewe
rs

we

ghee ; 2 oi
y+ ? ae,

ha Pa
1 La i i é

'4 teA
F

qi 33 pu aa
ty &

rd a

af

ie wa
4h

ay
Np ai+

«BA ae',

c a % aha a © aisif
te fey a
ths ren

aeet, 4
ae ye te 4ie:i

it od Bre Laili £8,
A Mae

wet" aoe ae
+



@

6

6

td

,

@

{

e

@e

%

@



FIG. 71. Listen put on loaning to U.S. Graham's poem and
in his memory (71986).

Oil on board. 24x18 inches.
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In @& painting such as Arrieta (1988) (FIG.72)

there is a feeling of integration between the two idioms.

On a ground of tissue collage on watercolour paper he has

created a nainting with distinet motifs that refer to same

Of his sketches. Even though line as such is not evident ,

the main shape is adequately defined as to suggest a crow,
and in the lower left hand corner a bunch of tulips is

@asily identifiable. He is being informative here in a

more strict manner to that employed in the larger oil or

acrylic paintings which exude ligh and atmosphere. If we

read this painting a5 'crowscape' we can see the wings of

the 'bird' as it falls earthwards from the sky in a hint of

Icaran antasy. There is samething sinister in this hird,
samething akin to the hidden essence' of his celtic
pictures. However, the play of red and blue heighten the

emmood samew this oict LAE in th painting diffusionLoO

is not of the essence as much as in works such as Island

Light-Isla de Gracioss (1989: (FIG. 73). The a

O'Malley is in his most playful element here. He indulges
himself an a surface which is neither smooth, nor flat. On

a modulated ground which bears the resemblance to a well

lived - in face he plays the duality of his idiom, between

figuration and abstraction. He leads us from the defined

primitive flute shape, laterally through panels of

alternating colour layer

Lternative
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FIG. 72. 7988

Acrylic & Collage on paper.
16x114 inches.





"Island Light -
Isha de Gracioso".

7989,

Oil / Board 48x36 inches.
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By studying this painting for a while, we can

come fo an even greater understanding of O'Malley, the mang

who atmosphere Light with his persistenta

working of the surface. He can never be accused of just
manufacturing light and atmosphere. Their vibrancy lives
nob on the aLth YernmWiaaoea

Pigment that he uses and in the manner in which he applies
the paint. Look at Detail i. right-hand panel. Here he

creates mottled light by Having the underground of yellow
weather through the averlayer of violet. In Detail 2 of

e

this painting it is evident that he has carried through,
his incised line and bored hole technique gleaned from his

days around Jerpoint Abbey in County Kilkennyt

in terms of colour, this painting is also a

unifying ground for Blours of his Bahamian days

a5 well as the black shadows from his native side. The

t aieSem b

presence of black or near - Black, to my mind, hints back

again and again to his many meelings with illness and

melancholia and in his Bahamian as well as in his Lanzarote

paintings its presence reflects the sinister, more acculta

nature of life. However, in work from these two places, by

Virtue of its being neariy always contrasted now by exotic

colour, black can exist not as a negative colour but as an

ccentuating quiet presence. One of my favourite balances

in this painting is that which exists between the slightly
weathered sunlit surface of the upper left-hand corner and

the cool violet af the lower right-hand corner.
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Coronal l. [If we compare the light in rh

de ght in Winter

Now Ross Ci CeFate iF eo iu mn
ne8) Hill arm nm WinterLandscape

(1965) (F1G.39) or even in Interior 19613 C19 Cc

almos feel the difference temperature. Between the

years i957 and 1941 his handling of pale

very much:

reflected in played-down tones which lack the luminosity of

the most recent paintings. But then does geographical

-

tte hasn't changed

neither has his response te Light. It is rather
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CONCLUSION

In this chapter, T have looked at Tony

O'Malley's journey towards @ mastery of his craft and the

developement of a personal philosophy of his art. This is
@ journey that has progressed in theme, attitude and

qay

Heature, landscape and piace have been regular
departure - noints for O'Malle, both in his life as an?pf

obvious framamateur and as a mature pain it Lan

studying his oeuvre that he has grown in his treatment of

themes COML iG hisdenearture - points ae

arli Ssemi-repre entation has matured into agoei

style Lloosel rendered but inte abstractionetToa

jalle na whichHavVS paintawi

close to him; the intimate details of a life, no matter

where he may be. He paints place in a manner which

its essence. Atmosphere, light and the visual

po
trecall of an experience dominate his canvasses. He is as

much ath ease with painting the wings af a moth or the

fragments of a bird, through his now familiar device of

diffusioa fit ih ft pt ee & pa rr w
ae ey Ta
d rt be pe m
e)

W
w
] rr a Q fe
nd fy rm ot fh ui ul ht
s

sd 0 hy tu

Lanzarote locale.

be that of practicality where craffiing is of initial

importance in the process of creativity. However, he has

grown £o @xperience and accept the input of the

subconsciously 'given' (47).

extracts i

}¢

e

arcu atti can oF thekL
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In his life as a matur

+hReddbeyond e

cardthe maeyo

ing' (473

spent both at home in

x slands

acut

& painter of i

Vision through a strongly de

rttechnique of distressed su

died and mshu

-

above all it is a testimony

personalised farm of image-m

has evolved a personalpain

painting carries himphilosophy his ree

inte a realisation ofor th

as became one offis Hi responsem

and with the passage ofeing through

ireland, in Cornwall and

of the Bahamas and Lanzarote,
msitivity to colour and to

a

mtuition, O'Malley carries his

veloped and convincing

aces, a calligraphy which has

anipulated and above all
roand form in diffusion.
S work is a testimony to many

erience of event; to time and

terms of £his experience; and

+ we¥G a ce eritment to era

king.

andabroad in the
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FIG. 74. Tony and Jane 0' latbey
in thein outdoor studio in
Paradise Island, the Bahamas.
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CHAPTER 2

AN ART OF COUNTERPOINT.

roduct

Tt's odd, I'm quite capable of heing six or
seven persons ~ perhaps because the real one
is locked in a private anquish somewhere and
is only manifest in paint - perhaps'. (7)

These words were written by Peter Lanyon, friend and

aasociate of Tony O'Maliey in St. Ives, during the late
"fifties and early 'sixties. They are words which could

very well reflect the character of Tony Q'Malley. Hrian

Fallon in his own words said of the artist:
»

His Li a5 heen a very orivates one.
Humorous, often exuberant, highly volatile
and emotional at times, O'Malley is alsa
sGlitary, meditative and withdrawn - the
positive and negative so to speak, af the
national temperament.(14)

For people who have only bequn to familiarise

ctthemselves with O'Malley's work in recent years, it is
understandable that their first impressions may be, that
his work is the creation of a joyful and integrated
person. His paintings of the last decade or so are, for
the most part, creations of colour and light intensity,

po
lrevealing the caracter of man who appears ta live life to

the fullest. (FIG. 75}
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FIG. 75. Tony O' flatley beside
a work In ROGRLAS»
Taken fy the author
an his tudio,
ysicianstowny
Caktlan, Co. Kilkenny.
ebruary 1992,
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and what has prompted and sharpened this

intensity of response to what, in restrospect, must havea

been a relatively grey worid of pain and struggle?
it is my intention, in this chapter to

examine what may be suspected as a tendency to melancholia

in an artist of such apparent joy, because I persanally
believe that joy.

po
st n relation to Tony O'Malley and his

art-making, would like to inguire into the nature of his
melancholia and to examine how he counterbalances this
aspect of his personality, which he perceives a a

preconceived condition, saying, 'Artists are morbid kinds
*

of people'. [It cannot be cancluded in generalised way

that melancholia is an inherent part of every artist's
syche but Tony O'Malley himself sees it as a preconceivedpoy ¥ ¥ p

nq Artists are morbid kinds of people' (47)condition says

74
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IN THE SHADOWLANDS.

Melancholia is rit of me, same as part of myfather and most Irih people. We're not all
lit up; we den' even have the kind of sense
of humour that the English have - what theycall the music-hall sense of humour. We are
more introspective. iTony G''Maliley) (47)

In considering Tany O'Malley as a potential

E>
} Q fe
t

fu 3 nm xT a pt a th a) Li Cc fh rt pe
al ia
)ns present themselves. He

confesses toa be smitten with this national characteristic
which by definition would be a tendency towards severe

introspection, assaciated with intense feelings of sadness,
despair and inadequacy.

What Raw be oF inclination7

towards depressian in man such as O'Malley; 2 pragmatist
and at the same time a romantic?

O'Malley was born in ifi2, his mother being a

Kilkenny woman and his father from Clare Island. Of these

he Says:

My Clare Island inheritance which is more
psychic ang sea-orientated is mixed therefore
with the more introverted and land based
Norman Celtic heritage of County Kilkenny.

And Later 'my father's peaple, they were all the same. Yet
they had their own wild sides but they were very grounded
in reality. (93

+

7

So, he was the son of a practical people who

to the land and the"h ia
) "i Ta
] iY a) bu re pa
l Q in
t a fu a cr Q 0 7 a pe
t

a] ui igr

elements; a peaple who like so many others, depended their*

livelinood on hard work and practicality.
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On a wider scale, Ireland of the first haif
of the tuentieth century was a country af conservatism and

by setting oneself apart in however small' a way as an

artist, one placed oneself as the focus of derision.

O'Malley worked for many years as a bank-clerk and

developed his art in his spare time. His sensitivity £6

reaction and to public response made him realise that the

arts as suspect. it was a saciety where the Church was

ammipotent and not aympathetic to the aesthetic values of

some of its people. He says "The Church in Ireland was

philistine and aggravated people like artists and poets.

They thought that they had the forms of redemption and

penance. There was no need for artists ... to confess

anything.° (473

The G&A an the

the bravest. He mentions Sean 0 Faolain and Frank O'Connor

as the two writers who were originally ostracised for their
candidness of oOpinian, in portraying the state of saciety
4s it was then. He continues:

i found that Ireland was heavily weighted
with academicism; people were afraid to step
out and you couldn't really tell each person
what they were. (47}

He talks about the 'meight of dagma' (47)

ps 3 a ia
) 0 a. Cimopeoople by the Church and the underiving need for

ilfreedom «
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there werecounter which nme is an mre colony'. (473

On a more persanal level O'Malley is 4a man of

intense sensitivity who would sense the ingrained moods of

4 place and af its people. National Characteristics of

underlying depressien translate into a memory such a

loremember going up to Mullinahone with my
brother Mattie, about thirty five years aga.
T had gust gone beck to work and had a car.
We drove up to Mullinahone on a wet Sunday in
November, a profoundiy depressing day. There
WSS 4 gelvanised gate somewhere, painted red
and, @S an artist, that struck me -- the red
gate brought the whole thing alive.
Mullinahone itself was buried inside in the
pubs talking and muttering ta itself. It was
this intensity of response which would later
transiate into paintings of 'placeness' and
essence. (9)

O'Malley was acquainted with the modern

painters like Nora McGuinness and Patrick Collins
but prior to his exhibiting for the first time with Living
Art and the Oireachtas Exhibition in i951, he saw himself

aS a counteyman, distanced by virtue of his social

background. He relates ta Patick Collins through their
being 'the same kinds of people' (47} and not wough their

painting. They would have heen oart of the contemporary

movement, however obscured in its beginnings, which was

moving away from fh

Anglo-irish painting which had been dominant up until then.fe
d

Beginning an artistic life as 4 provincial

mountedny pr Ee

Nano Reid

PF

@ atademicism and the formalist style of

had drawbacksadvantages d
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O'Malley recognised his mind as being too primitive in that
he could never assimilate learned knowledge in such a way

that would help him reach academic heights. He says:

My mind is quite orimitive in the sense that
T could anly be carried on in education soa
far. After that I'd reject the whole thing.
IT could never become a dactor or a bachelor
or something like that. I can't assimilate.
To am self-centred enough aniy to be
interested in the things that interest me or
Make me interested. (47)
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climate of political disturbance which characterised the

art of the Bauhaus and its painters. He admits that he had

countryman and T envied the well-known Anglo-Irish paint
who would have had the advantage of going to Faris or

non-academic, non-intellectual (as he perceived himself}
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Compounded with this belonging within a

nmational heritage of dark and brooding melancholia is
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Brian Fallon says of O'Malley "he is by nature an¥ ¥

death a number of times, and had been an invalid or

semi-invelid far a goodly percentage of his life.' (14)
Walking that fine line between life and death nurtures the

Being away from saciety ¢

being thrown ur oO

eng time,
re) +

painting - that w«

nd yourself
o be able
e

Fi
a 5 thing £

to find, apart from reading. Toa be able to

paint and dra even as stumblinagly as I did,
Was something. I lived for the next day so
that I could continue at it... put the book
under the bed in the sanitorium. I drew a
lot in the hospital. (473

€@S a panacea for depressian he explains in his own terms:

lomyselft used to get very severe depression
and especially with T.B. years aga. But then
as regards painting or drawing which I was
doing at that time -- was very important to
de sca. You needed to get yourself outside
yourself. You were in a Cave and

you
needed

to get out. A tree cut there with birds in
it, you'd try and draw them ... try and draw
their whist ling of their singing or whatever
they were doing... emcke coming out of a
chimney ... you'd draw it and not sort of
think about if. (47)

Brian Falion cites these drawings in ink, crayon and
dq 3 ¥

washes, as the 'obverse side of this dark interlude' (14)
and they 'celebrate the return to life and the advent of
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AN ART OF CONFRONTATION
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In the contex + mejiancholia wai e

clear BS mt oFpaintings. Some contain aspects
contrantatiaon with, and anidfe

Le on at this inherentL

condition. Whether ons ofm1rLa

hi eat Bor ich = characte ised by Semi

representatiana Lanistic imagery andmIqa

form, there is an underlying vet not overstated presence of

dar! Crown ay aWwaEeen

hint ir" ne very aften+eBbmnma£

offsets the darks with ght ar hereby OWL Gga

ba EYEN paintings Rich have an overall coveringnm

of dark surface, he admits that he was working with

light. 'Even though that's dark there now, (pointing to a

particular painting) about light. But it's not gloom,

to me it's dark light not gloom'.(47) Van Gogh Winter.

(from 4 dream? (1941) F1G.76) and Hawk and Quarry in
Winter (1944) (FiG.77)} are paintings of confrontation where

he cannects with this darker side of reality.
his tk oF black. a colourr

associated #1 shadows of melancholia. he admits thate

it is a colour with him. But he never uses black pigment.

Instead he mixes Burnt Umber and Ultramarine. 'Actual
lackness is mob of interest to me in & DOaintine at Ia

ere in GBAaLHAeinag but con nav moral thinge11

about blac ings (4 B he nmmr

inthat he mG fected blac L

ainting. Benind its apparent negativity ne finds aq

brighter c

+
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thenid beyondthrough aanathisBy

darkne

S5ociate and
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inta something positive

range of colours;Simple

black.mixedis

likelymore

Wwepainting,to thetraarea Cenhe blac
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Hawk and Quarry in Winter (1964).FIG. 77.

53x72 cms.Oil/ Board.
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One painting from i941 which find particularly
intriguing, in relation to O'Malley and melancholia is Van

Gogh Winter. (from a dream) (i941) Has he chosen Van Gogh as

the personification of melanchelia and manic depression
within himseld iS a painting of simple sparse imagery,

painted again with the limited early O'Malley palette. The

enclosures. The eye is led from the head of Van Gogh (a

possibly be interpreted as the enclosing shadows of fears

and Holy Fools of art, a vulnerable, suffering and even

tragic figure who was sustained - at least before the very

Brian Fallon refers to these paintings as having the

ature of self-communing, and as being reflective of

p introspection. "(14)
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FIG. 76. Van Gogh. Winter. (1967)
(from a dream)

OilBoard x inches.

"ee

Sybs
aque

ty

essowe
- 4ii

he

of
V

MA

eal e
ye

ars iqom
t

ly iti

cay
1

'eo
sede aoe»

-83a-





The LLeS Malley, to have peen

time of reckoning what with recurrent illness and the

death of Fe er anyon if 1744

Tne G@arliest of these self-portraits is dated

1962. (F1IG.78) Painted by O'Malley while living in

Trevaylor, near St. Ives, if is a aainting with almost3 g

demonic undertones suggested by staring white eyes and the

gouged-out teeth. The palette is of black, brown, grey and

white and it has an overall muddy appearance. Fainted

spontansousiy, T would say, it is not however +; one :

moot = satMalley inelivy ated aT b hi g possesses fi

honesty whi Carmnaoc "af with rom theApae

1preoccupa tu A OE wb the p within the face, the imagea

powerfully overtakes the picture plane and is almost larger
than life. By comparison the i967 portrait (FIG.79) has a

three-g Lach ter rame ThegLoraq

totSerene and the ra i Ang palette+nmL1p

for eanceQges5 awia

7emotian in the 1948 ai reoresentatian {FTe. Episer eT } we find
tadirect almost strident S atement This LBa

certainly mot a happy picture with the pinched frown and

the concentration of sharp line and white gouache. He

presents himself here as bereft and bare. There's an
e

almost self-accusatory look in the eyes. In what might be

termed as a counter-handling of self-portraiture, paintings
from i974 and 19835 show a somewhat happier

self-image. (FIG.81 AND BS RESPECTIVELY? In the first f
he playfully oainte his rma

-34





FIG. 78.

Fic. 7%.

Self - Potrait
1963

1967

Self - Potnrait

FIG. 80. 1968

Self - Potrait
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FIG. 81 (7974),

Seb - otrait

FIG. &. Self - Portrait
(1983).
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certainly a move away in these, from the brooding
ne portraits of the 'sixties. Instead

depressian
and harmony.

self-portraits, the two paintings Outdoor Studio -Morning_
Bahamas (19G2) (FIG.10)} and Janie and Self (1984) (FIG.83)
show us images of O'Malley as a more colourful presence who

is not isolated as in the previously mentioned pictures.
He is rather, a presence, who in the company of his wife
Jane is now an elemental part af his environment,
diminished somewhat by the surroundings. Self obsession

hreatening worldbe i]

be
m rt a) Bs fo
t rrand introspection have concede BSE

outside, perhaps.

autobiographical in essence, give a fairly clear insight
into particular times in his life, whether grim or happy.

be admired in this visual journal

style of painting. Even thaugh there are psychological
over - tones to be reckoned with OMalley's aim ultimately
has always been picture - making, not osychoanalysis or

self - therapy' (143. He is loathe to talk himself into a

psychoanalytic discussion of His work. He just paints.

self-obsession af £

1the ing orawn the "black hole1o

ther SEnSe OF re-ener nto colourgL

woh £dnmnoO

In all, O'Malley -
pn self-pertr

There is 4a bravery to
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FIG. 8&3.

Janie and Self. (1984)
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QUT OF THE SHADOWS.

thebe
t

=] 0 = < Q oh 3 w
h ti po
d

fo
od

ue "t
i, i} Ta tu an a) rt po
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category of an art of confrontation withh melancholia, manyba ¥ ?

mors Wil toe the an £rTh«
COUNTe poin wher balances the dark Side of his matit

aririwith Liqht ME ELS colo r

an ron SPA on PeterCanney in anyon1

says "Ari schoaois seldam seem to explain that good painting
only comes as the result of periods of despair and

suffering'. (7) Toa my mind Tany O'Malley certainly grapples¥ q

With the ever present melancholic side of being and has

increasingly succeeded in creating an art afjay and

lightness, @speciailiy in the past ten years, or so. But,
where one might be tempted ta imply that he has resolved

¢
this Gan throudah a facility tl light and oneGCcnh

MUST realise that his art is, an Ch always will be an art of

duality. On one hand, he is very much in touch with his

shadow-side, commanding a cantreal an 'Irish control' as he=

would term it." his Irish

fo
t

pe
ar rt D
y rt i) H
i)groundedness facil him in handling the dark illusions

and fears in a practical manner. This control gives him

Mastery over images that stem from the darker side.
The crow motif, for example, appears time

of the ever athendanh nature of melancholia. in reference

to the painting Crows fAuguet (1980) (F1IG.84), which in

essence bears resemblance to the sinister echoes of Van

Gogh's Wr (1690). (F1G.85)

{473 By this he means that

e

SSence. at weoeid seem to Pie oOm¥me b

Mey Lr CHA1+
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FIG. 84. Crows (August 1980)

FIG. 85. Wheatpield with Crows Vincent Van Gogh (1890)

9x303 inches.
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frenetic.
mark are5 reas af bright
cool Bbiue. O'Malley would

the bird3aiimtkings,

asserting a

eresting how the black

of the paper surface.
OL Ss etyle with

one can

distracted fram one

the frame is also tso
it distorted bl cki a

warm yellows and a more distant

appear to be dealing, on the

surface, with the crow in the sky but after being drawn

into the visual web of contorted imagery, we feel
disorientated and disconnected. This is certainly a

painting of confrontation with a disorientation within,
powerful im its capture of not just the essence of a bird,
but of the essence of a personality in despair.

His repetition and varied treatment of this
"bird of omen'(47)} would appear to be O'Malley's
continuing personal dialogue with the dark world within.

However dark the dark side may present

itself, in visual imagery, its counternoint is to be seen

and felt in the large body of high - key paintings created
in the wake of his first going to the Bahamas in 7. Not

suggesting that bright colours mean happiness and a

resolution to melanchelia, however, I see this phase of

ainting as a reflection of his having found a facility
within which to work away from darkness.
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eal Fi un (47) in ParadiseddoOaaEe

Island d ounpro to the rich and thick cover af semitropi ale

qe; O'Malley bliged moon his palette ofa1

earth colours and to paint with colours af a higher

& long experience afgd heenRough this periad hEven

pain Sc ome (47) heintrospectivehL

abandon.had reached a new point of The painting Bahamas

Heaf this abandon.(1981) 0FIG. 44) is indicaD

withur hereolatestuin ig

thereWays

bed125 5ens and biugreyellows,ed pinkappli mn

almost child] oO application the£rmin1

layers and marks that fi %Aa this anwarn
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Self - Portrait (1982).
Charcoal.
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concisely summarieses Tanyunniea

Malley theho

Each pedce LS approached with the
deliberation of a final statement. Such
harping is no exaggeration. With his history
Of illnesses survived, G'Malley is acutely
aware of the lusury of time, the chance it
affords to reflection, give testimony of and
it is to be hoped, enrich existence. At its
best his works easily manages, all three.

Tony O'Malley's art as contemoorary Irish

painter, is indeed a testimany to time and life as

the visualL
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Bo you identify with the progression in your work from the
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O'Malley
T do but not progress. When I say progress I don't mean

towards a perfection. My very earliest paintings, I have

them there, I'11 show them to you, are quite accomplished
from an ignorant point of view because even then I was

tussling with the problem of drawing, but, I was drawing
towards something -- pastels and watercolours...
so they are really statements in themselves of forty five
years ago. Yet I wouldn't part with any of them. I see

my beginning in them and I also see the virtues I had and
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my deficiencies as well are there.
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There's one over on the wall there now - that's the

sanitorium - when I was in the sanitorium in Kilkenny -

1950 that's forty one years ago now. I was in that hut in
that grey garden, I was in that, that time. Shortly after
that, I came out of the sanitorium and went back to work.

That was dane on a grey, bleak November day. That's what

art is, it is a kind of testimony. It has to be like
writing. It can become decoration too and it can be

Philosophical like Matisse's last paintings which were

about light and my own paintings which were about light
and my own paintings tend towards colour and light.
Even though that's dark there now (pointing to a

particular painting) it's about light. But it's not

gloom, to me it's dark light not gloom. I haven't
finished it yet. But it's the problem of colour. There's
no black in it... Paynes' grey and Terre Verte are the two

colours in it.
T haven't got to realise it yet.
T'll just show the one underneath that now, Noreen. It's

2
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Tt's contemplative and it is about the world outside even

though you may be narrow in your view of the world outside
and of yourself as well.
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O'Malley
Yes - you also have what I call 'inscapes'. Hopkins the

poet was the first ta use the word 'inscape'. This a

very good word because it is the inscape of the thing that
is the reality 4 the thing because it is that out there
and you.

»seeNow that was in the sanitorium (pointing to a small

grey toned o11 painting on a board} in 1950. That was a

dismal place - it looks dismal. The anly bright things
there were the nurses but they never had anything to do

with us, because we were tubercular you see - sa they had

po
ttheir own secial life and when they'd come in in the

morning to take your temperatura, they'd be talking about

the dance the night before and all; you didn't belong to

that. You couldn' belong to that.
Now that's Clare Island. That's a good many years

aga, I did that.
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O'Malley
Yes .... Now this is one gainted of my mother. I'm not

really a portrait painter. i painted same of these

came in the painting that I wasn't aware of being there,
even. That's very good ta reach, that - bet you must go

away om your own to do it.

Courtown Harbour .... There are some friends of mine that
time ....that was a nude. lowent up to a friend of mindao

in Dublin, he was an artist and he had a life class
In my garlier drawings, I was just trying to deal with

landscape itself, never mind how I felt about it.
There's an old portrait that I did of an ald travelling
woman. That kind of woman you wouldn't see anymore.

That's the real old decent tinker woman.

Walshe

That's another one outside Enniscorthy. what made me

self-portrait.

ua
tl

Q
a

=
Q
a

Ta
xr

=
=n

W
i

fo
t

pe
)

rr
a

un
re

a
im

i
i)

a
i)

ad
fu

ny

Q
s

Q
= fu

m
e

ty
t

W
i

a
i)

a
oO

H
y

W
y

iH
-

=
ne

7 fj
an

fy
ny

a

Q
O

a
W
i

Ci
Q ui

3
W
i

th
3

ES
oT

g i Q
s

h n
tr fh

fo
3

tL
ay

10
w
u a

Q
u +

a
og cL



4

*

a

#

9

a

9

e

#



Walshe

hel

sedpa Tmtach Le Baerii¥ and New Ros

a

O'Malley

w
n

odtlspat

tlith

uupeed

qltoThey are That

cr
ted

tel

w
he

tiloh

ottitape

han omay ZPFSt DaoO

Walshe

Who did eh he Ai Tv

O'Malley

fed
Sudo

in)
vant

inintend

tspat

asw
l

elfla

ced

43tuurtyra)Peter

ope

fel
pond

i)uaet =mhe landsc whic

Cc

Walshe

tichopedoo

csco1 7

O'Malley

CC

ufWasn tings he had bee

bendshow VERLET En muy or

pathw



ba
ba

.
bd



Walshe

ahin ea

pathfErya

interview on the followingwes »COntinuation of day

O'Malley

ManiThis ked oncmara

something inta it?"sakAo.thin! a Tao

tid putthat yotha ght GILG Maooen iN an ine fainterBwBh

something id be ti thina Imeo

thdan pinen DT Sait oF peppe OF SOM eLo

=athat or maybe ar a MOUSE£a

unl

w
al

pend

rol
vedHe Said that don't real Wea that an L

it th DL somethin ta I£LaoaL

Wel wihat aid al 7 the race Dpainiear == ar the

(uldav" They riz ri Fuga a ons and oainhed rds. thOo

aboutbedhings Ldia

the modern time. a i Hildn't paint big n

ree}

rol

'm
n

tlbe highiv inszatLaas ted + = Tt
a = 2 oainted his ite

Walshe

Would into paint uterm

a
O'Malley

what interestHo, painting, poetr thenieBb

digging thedonbevond the I
e

timegrave out oa Hhe nd this. a feel all th

common-sensible+41 hat there Ring maazk

enough toa En mmmin =£

&



cd

rd

ad



t.edw
u

fl.ia)

irt

coal

ted

oflifftu
ceed

poda th

w
y

I could+

neyearLea ticaI

edae!
tthel

W
W
at
w
or

upd

th

w
u

aaty

Oymetheoremspel

+
pad

iam
a

1.(

cl

rend

M
s

tythted
bedCed

these.1

rent

rt

43

Gaved
teed

sed

ry)
tedE4iYhfeainuuims -VEnCUFYou

ret

ved

afl

youatAP

opel

ie)
aed

+
pod

w
u

rauyump

til
ot

ial

rna)ithe ¢layB

it.onCommon



4

e

*

#

e

"

o

#

a

&



sharpa veryndander Pope,wwraAle

otu

aeedida")m
m

nan

"aont

with

side of

aoqrecidFy

AWOOL

Cian?7MagGuriGo

of magi

One an

Walshe

O'Malley

In

titeS

eden

fftel®fltn

IIf

itedtCiit

aato
tetcreiriCl.theirrational and

iGty
aopel

ood

adSenComaicn

aw
)

LMG.£zmo

fil

toa goa

deal

"How

35--



a
=

2



nm
am

qo
cL

rt
rr

ch
"<

a
rt

im
)

B=
)

oT
be

ar
Fe
)

or
ty

fo
fy

qa
du

ar
is
)

he
ia
)

be
e

th
be

tu
i]

nm

py
a)

ht
be

M
M

be
t

H
H
)

at
rt
)

ul
ul

ia
m

ia
}

be
t

a
fu

a
ae

od
W
h)

be
t

cL
Ch

nm
rt

rh
Q
.

rr
a)

ui
rr

be
at

C.
ka

cr
rr

ny
"|

ui
W
i

fe
t

rt
be

hy
N
y

be
at

rr
ty

m
n

it
fm

t
ti

C
So

a)
y

*)
a)

na
)

=
=

or
Q

ba
y

ny
rr

ua
"a

od
W
a

fy
a,

yi
er

ou
rr

Q
a

rr
+h

iT
im

rr
ro
s

ah
s

cr
rt

i]
re

m
n

Q
La

H
e)

tr
ot

i
T

a
ty

n
ai

be
et

"
pa

w
d

«
CC

fd
"h

re
a

rm
Q

hy
be

ve
l

N
u

Ir
on

'n
y

i}
W
H

nm
ch

Fe
ha

ts
Tl

re
nM

rt
m
n

bl

fh
a)

By
in
ts

w
d

fu
ti

W
W

na
ie
)

om
ry

by

W
y

"i
,

3
a)

fi
rt

fe
5

{i
rt

a)
hy

Q
an

rr
in
l

ch
fa

ie
)

Ci
i)

po
ts

be
at

ad
{y
t

Bn
G
i

rh
od

be
e

th
m
n

cr
uo

rr
w
d

am
be

a
CL
.

aa
W
i

rt
ey

i)
re
el

tis
Ca

"y
0

la
a

in
)

3
t)

he
rt

av
va
l

ko
e

Q
i

"t
l

od
i)

w
e

a
W
y

re
4

C
ie

rt
"|

ba
uo

Ea
"|

fe
de

ia
m

an
od

rt
re

a}
to

M
y

ty
ry

fm
be

"3
~

i)
ry

ay
ia
]

w
y

yw
"

=
Q
u

ui
a

re
m
r

n
tu

be
a

ti
ty

im
ny

rt
ny

W
i

fy
be

e
ae

m
n

rr
ty

"\
cr

at
rt

hs
{id

be

ut
ul

oO
ui

"i
Te

tr
v

Q
C

ha
af

be
a

W
i

G
C3

tu
"e
l

ui
re
)

fo
ul

m
h

be
t

rt
(r

W
n

fe
i

ta
d

ne
=

Fy
m
l

ba
d

hu
ty

rt
W
W

m
rt

pe
nt

Pe
ho

st
i"

ad
tu

"y
rt

"h
rt

rt
oe

)
w
l

81
W
y

nh
rt

ao
n

rt
rt

ne
"

m
rt

"7
vl

be
et
s

ot
fr
on

t
"4

a)
"4

ol
y

W
W

"4
im

)
Q

rh
3

be
s

Ch
m
r

fl
w
d

Q
s

he
ri

nN
rr

ia
pe

m
h

w
e

'9
rh

Ch
re

he
W
w

fh
iy

a
oI

fu
ad

zi
w
l

BH
pi
)

ee
af

nm
rt

ia
rt

fo
ot

rr
af

th
t

i
oy

Cj
i

Q
i

ha
ae

"a
f

cr
oh

pe
re

"
be

d
oa

rb
be

a
|

bs
"h

cr
u

A
Q
u

i]
1D

ba
a]

rr
Co

~e
ni

11
Te
)

"4
"

rt
bt

ty
D
s

m
n

a
a

ow
if

"4
rr

i)
a]

be
uh

W
a

=r
Tr

m
e)

H
h

br
ea

tu
W
w

W
W

ia
W
w

"y
j

a
te

m
d

br
as

"e
io

rr
in

pe
te

W
a

ae
w
d

be
s

Ch
ot

bo
a

fu
be

nt
rr

ni
cB
)

fi
rt

be
Jo
us
t

W
i

yi
yi

an
ir

oh
eB

)
cr

Q
"4

Q
C

rr
a

be

m
i

re
fe
et

i)
ad

be
e

rt
Ch

fl
~~

rt
Q
n.

ul
rh

=
Ee

fe
l

TT
)

~<
be

W
i

rr
W
w

rt
ni

=z
be

a
im

i)
"a

rt
rr

fn
m
n

a
w
d

rr
re

Q
be

e
[p
i

i)
c

rt
Bt
)

et
s

")
fe
nd

W
n

bt
s

7
"

sd
=

H
a

pe
ts

3
"t

be
"4

n
"

rt
nm

be
t

be
d

be
et

ui
fe
a

N
y)

w
e

H
y)

i}
ia

be
d

tu
ef

be
t

fe
a

be
t

if
8

bt
rt

Fa
]

iy
be

d
ip

Co
cr

rt
H
e

m
s)

M
h.

be
t

By
re

a
a

fa
rt

i
fu
t

=
"

rt
ae

rn
W
a

=)
=~

rt
ie
]

Py
]

ba
s

"
av

fu
fo
ns

tu
hy

tr
ee
)

oa
=]

0]
"i

i)
W
l

H
e

rr
un

rr
2

or
a

rm
a

i
rt

uc
C

"
m
el

a
aa

it
be

t
Ci

n
h

ii
a

"|
Q

ui
3

a)
Tt
]

rt
a

a)
i]

oh
ui

rr
oa

t
ba

ty
rt

1B
Pt

Te
fa

ba
s

rh
io

"
re

un
rt

|
<

Q
i

ny
tr

om
m
h

m
o

sh
or
t

gO
cr
oo

k
U
T

O
e

ca
l

ba
ty

ur
"|

a)
or

Se
Tr

be
nt

fe
et

or
an

"I
fa
l

m
o

O
Q

ol
y

yo
oM

fu
2)

w
e

a
2

re
e

3
Q

rt
oO

.

dl
=

nm
ae

rm
tu

fn
rr

ie
}

be
s

pu
a

be
3

a)
ae

m o
a

or
o.

=
W
w

i)
n

ity
}

ct
r

m
n

M
w

ni
=

2
ul

Py
Q
a

Q
oO

Be
co

i

L4GTHs

cr "a
Ch

ui

4

a3

ui
oO

pUTY

TW
th w
i

TI
a)

4

ny
rr

nc
)

ie
d

ul

w
r

m
n

Q
u

o
m
n

ui

i]
+

'a
.

a
3)

no
th

pa
]

ol
a

Q
w
u

W
l

tu
uw



e

*

«

&

*

e

*

«

id



w
v

cL
ch

rt
xr

rr
tT

-+
m
t

be
s

x
re

tu
=

ba
"|

nn
be

e
go

i)
nu

ty
La
d

ty
xr

w
y

be
t

7
i

i
in
l

ty
it

m
l

m
n

rt
fr
e

be
uo

be
st

bt
r

ad
Bn

i
nv

La
n

tu
w
y

rr
=

ae
be

t
be

a
od

rt
fe
e

n
i)

ul
aT

no
ce

rt
ny
)

rt
he

rt
C3

yi
hd

rt
rt

W
W

rt
a

ch
an

)
im

)
fu

"y
be

re
te

fh
he

oe
]

Fo
ti

rb
be

Va
sa

6
Bn

ae
ui

M
u

ui
C

rY
a

7
1

W
w

0
w
h

=r
ta

w
a

a
=

i)
nn

in
it

ft
ne

W
d

w
y

or
fs

fo
st

"i
w
o

Fe
r

"
fy

ny
it)

ha
e

ia
)

oy
be

t
fu

"h
y

rt
rt

be
a

oO
aa

ul
m
i

iy
W
w

xr
am

L
to
ot

a
fe
d

Q
fe
t

Q
a

"
ty

Q
!

as
)

a
a]

ut
os

th
4

be
hu

z
it

Q
o

Cl
ui

Fa
tu

W
a

W
i

pn
t

m
r

W
i

od
od

U
W

A]
2)

La
l

rr
fs

{i
ty

ot
oh

,
oh

n
oh

.
ke

7,
it

<
cn

rt
J

it
al

™
"

ee
a

t)
"

rt
ut

or
i)

py
ar

~
pr

rt
G
i

to
m
e

at
"4

H
y

od
ri

iy
is
)

a1
ut

Ce
itt

i)
uy

%
"4

fr
o

en
rr

m
e

i)
nh

od
ty

ca
l

oh
ad

"|
fa

m
TT

rn
oa

W
i

Ch
.

W
i

Ti
fe
n

=z
is
l

in
e

=
W

re
"

rr
i

"4
"4

aa
u

rr
m

i
be

d
fh

m
v

Py
cL

fe
o

a
i

"r
re

fu
at

m
R

m
r

ba
ts

~~
(h
,

iQ
Q

w
r

ie
"1

H
l

ie
be

t
I

fe
le
nd

[i
ie
)

"h
oh

a
"i

bo
t

rt
be

d
rh

|
"j

m
=

=
u

x
ih
.

:
a

r
ia

be
n

C}
0

Q
O

re
nm

iH
)

4
as

br
n

In
t

a)
po

t
In
st

"q
an

er
at

Y
i)

rt
be

d
fu

ni
)

fr
on

d
re

ni
)

~t
ox

re
vi

ie
rt

Ti
p

rr
cr

eh
nt
s

be
at

be
ds

W
w

rv
f)

3
rt

"
fa

fu
H
K)

re
rt

W
i

uy
fu

ul
ht

=
a

im
]

Le
al

or
"

~
fe
nd

Q
FS

te
o.

ss
re

ty
M
y

ia
oa

M
d

W
i

n
tr

ie
i]

re
th

fu
oe

ey
W
i

tu
tS

rt
re

Q
im

)
rt

rt
fe
t

rh
fu

be
"y

ty
fi

w
d

fu
he

fu
w
at

"h
i

~
pe

nt

(tT
bi

w
r

w
d

th
cu

in
e

W
i

hi
be

a
i)

tr
rt

H
y)

it
tH

oa
hy
)

be
nd

ch
rh

tu
m
i

Q
o

~_
fle

"
im

rr
ri

be
t

rr
tu

be
cr

rr
am

)
m
m

ul
rr

nv
oe

ul
i

tls
ot

at
re

id
nm

.
rt

ul
"j

tH
se
)

id
oa

rt
a]

rh
fe
te

Tt
fm

ir
he

pe
te

a)
nu

ad
n

a
a

Q
ui

be
oP

th
va
l

r
W
i

m
e

Td
w
i

ol
fe
n

a
fe
t

C
ob

n
ty

bo
ot

a]
ul

ia
)

ct
re

i]
m
m

i}
w
a

a)
"|

oa
od

rr
he

Ea
)

M
y

La
d

"4
ie

hd
en

uc
h

fe
l

M
W

tu
rr

be
io
e

Q
u

Be
9)

fu
er

W
w

fa
"|

be
t

fy
fe

ia
n

be
t

fl.
w
a

La
l

fy
ia
.

a]
ig

is
)

od
rt

by
rt

hi
"4

W
i

th
rr

"|
cu

"
W
w

st
ca

be
t

m
n

rt
be

e
re

be
re

be
s

"h
e

te
+

an
i:

Cr
|

in
oh

m
t

fo
nt

~~
pe

nt
fa
te

im
)

o.
a]

7
n

fu
a

eo
"|

La
o

fl
be

n
be

d
rr

ch
.

W
w

be
nd

ef
]

W
i

be
nt

cL
be

=a
rr

fy
rt

"|
Ch

te
ae

=|
fe
et

fo
ie
)

it
H
e

Q
o

ha
e

Ta
fu

=
ri

ae
pe

m
n

rt
W
a

th
fe

ul
'a

re
ba

s
i

fi
ni

Q
o.

rt
rr

re
cL

"
i]

rt
ES
1

"i
bo

d
w
d

m
M

m
n

rt
rt

TI
3)

ra
m
m

w
m

nm
ui

La
i

iH
m

C
-

""
m
a

"i
oh

va
]

rt
oh

cr
re

rt
"i

al
i)

be
r

oh
be

ia
ad

Q
a

i)
ny

be
a

nm
nH

om
)

pa
Vs
)

ty
re

a
ha

nm

ty
nM

rt
ig

tu
Q

=
re

rt
ce

be
t

w
e

W
i

a
rm

ou
ut

£
a

in
e

2]
m
m

fa
.

fu
ar

be
fy

ul
"y

uw
ti

Cc
im

)
ba

fu
H
y

tu
fe
te

rt
ty

3
a

Q
.

W
i

rn
ty

im
Ci

"a
"|

rt
tu

rr
iB
}

ty
cr

rt
W
w

"h
b

a
w
i

a
ar

rt
ia
t

U
i

fe
a

ni
Q

he
al
d

be
t

ti
re

a
"h

ri
rt

rt
w
h

"

and non

fh

W
W

W
i

tr
w
i

o

a)
fi

im Q
o fh

ty

ny
)

on a
2)

go
.

re ui
"|

oy
17

)

rh
is

u
ty

3 Q
o

re
ul

=z
a

rm

"|

r
Q



@

6

»

*

a

a

#



w
o

Irelandthatfound-i

were afraid=

Ch.

attayond

roltt
abe

rod

aa

hat had+akoadWeight of dogm.of theBCause

ut:a

fing me up ar throwing me¥traema

=

ted

there wereanditselfnd

ut

enhe advanfepal

elTCc==a&cos iryman

rirealereg¥e

vet

fela)rt

w
el
m
t

odmodernmoreen=aand areoo=>Enel=remain

mG

Walshe

yj

ow
t

your own?





seq o3

rr W
y

W
W fu
t

fo
od

Ja
e

hy

pu

Gr Wud WweyR

ui fe

ueon

iH hy Py
) ty rt m

"WSTUD

fr
ea
d

Busy BUS #, YetLak

A@STIPW.O

"apun st ow

rf

7
OOR

ASTTIEW,O

kground

an intellectual

and how to

rr

Walshe

flavour would



ry
®

Ld
a



ot ieee them:gedmT

Laltht qi h
ful

ondfytt.

W
id

utCcrguit

ti nomL

ch

ont

tu
Atittirain WwhaLp

theaeLahed

pn Pa ca ty painter ate Mexican indiana

vel
isend ers the they neapleiaPp

Ag gun tribal r a+ie - but we had*
descended ints $4ca HadeoGg

Am dmLLoO

AustralianLPemendous NZ nm53a

astAboriginal becat At aeko the intensity of tradition,
e374 zaing and ef. a mhuropeansa

Warthe creabeen ok Ene Lapse in tne Faith Theha

abouthSCro0LisS We ng Lip tl£

H tthem. They Gidn't ki at me at Bl har auisaS a had released

rom and

tuiosont

flpa)

taped

hedCc
telttao

Walsh

you wentZLe£L

a

O'Malley
fromThere w oaeintins then iinnh

uwed
bepel
onpathe Srns WO mad 1



Cd]

td



N
a

HE:

{Pap

"i4

noo

"2
Por

cr rl

rqns

Walshe

rt about

be
d

ing caw

Joup after the wa

who helieved that Sam

¥OU



s

f

|

@

9

@

*

ta



NOA GAP

ty pe
t

Q Ta
l re a

m
n

aug La ct

Aawyeod

3-5

Tt

33

eeat

EY: wad

IFisG

auy

mit e

UOLLETau oO}

Tt

7:

M"Li

UeUBgpUe

ba
s

al fu

EButquredayy

==
yzG 32

IDA

~~ ur m
n fa yr

rn fy ou
d

ni rr Q po
le

fm
.

tu oe
)

by a rr a

cr uma pus AButt ieti $TSS ed

po
e taad

oh cr G
g

ia

nu ui rt he
s

pile.

By our nat

Freni

ip at that

ause the

Walshe

Were

O°Mall

You ha

O'Malley
You had

your



#

®

*

#

@

*

«

9

Fd)

|

,

*



=

wLAedKSs40 que

To =~ re "s

tu

mu 206dmohBurqpius

re

FOUwayutputy

rt n

fa as

ne ad Bi "f
n

¥Fs

um

fe
nd

REM Last Mot ioe 3m

D
e

po
nd

fo
nt or ty pe
d

Fi
nd

fe
te

un ui re

et
e

w
h ui i is
i

Q rt a fe
et

ba
l rr ~ or
a fy fu W
I

m
y

on fe "a gt
" rt 1)

which

Young peop

ng and coming araund.

O'Malley

Walshe

W
h

TU
hi

ur
in

t
kb

o
oO

TZ
ir

oO
m
h

th
.

>
ry

au on
Q

ny
W
i

i]
H
a)

nt
et

W
i

ui
Q
i

am
)

al
w
d

a
sr

be
Jo
u

ea
)

is
)

fr
et

ul
-4

a
ft

Pe
m
h.

rr
be

l
w
a

w
u

ie
tu
i

fy

a
ar

D
y

fe
et

W
i

qu
ch

2
fa

re
=

D
e

a

th
el

ur

ui
th

m
o

en
t

ir
fh

re
rt

ty
pe

t
3)

rh
W
y

it)
qe

a)
cr

1
io

a
tu

fr
et

m
0

a)
re

tu
n

3
=

rh
ty

W
i

FS
W
o

Fs
ie

ae
rh

fi
ty

ae
n

i)
in
t

cr
M
e

w
a

ul
im

Be
]

ey
cr

Q
O

tu
pe

t
i]

og
i)

W
i

ca
cr

1]
1D

fp
a)

a
ft

it
go

a
w
o

g
rt

ni
W
i

N
y

ir
a

ae
]

w
d

Ta
ob

fh
{F

ii
"|

ot
T

rt
ie
d

be
a

ag
e

H
y)

Q
h.

by
qu

n
Q
o

3
a7

a
w
t

xr
3

xr
ty

rh
fu

i)

nl
nm

a)



@
2

e



ul ag ii Rt
e

fa
nt

be
t

ATSM48uQ

be
l

re ih ie rt oO

uy utqu punos

AGT

u al
y

Ea

r #idosd pure

nh

oOon AEME Due

m
y

W
l

rs

Cc

a

pure ay

ui po
e

m w
h

ue

scale.
musi

open

ordinary comorehensian o

AS well

found

Joyce was



ee
ba

.
.

bl



ttiSomebody always LDL a Yor = = == somebody in tieLE EE art schoo

speif ege

itFaul

ph 1 1 E L3 1 ETaal at Naat h Somehody me ini+ "Well TA like Soutine

tu&sed

opel

ybed ne painiking is allL

digesting ¥O people 1Aag

ew and sametimes, now that wa yom coming the end o

this Fa Modernist thing, somebody Will Ore: ie aut inte
done

reel

tll

TT+utngtri again and people md that Beenh

before but it th tappednefi

we =again ? a new mind

Walshe

mind toa using

teedTh SEem

Aaswhatfromto borrowingor

O'Malley

doingofThe tii thing
if thewhich was ater kind GT pos ipp'y thing wel

st aboutifthing LL

interesting but it'spolwhere they go

r hole in thejust doing 7 thing - like digging kitchen
Ss nothing.floor anand doing 7tni=





O
l

UMCUTA MOURN

fu
t

re

n

Tmeiesod

bo
d

ny

LTeS

a

SUuSRULEase Bud cum 3.43

ua ia
]

pe
e rt pe
ts it H
i}

puy

m
B = Q
a

By
)

W
Y in

TREe
ai3

Mm
@|tdoedu Rue 23

Walshe

painting.

that people

potency.

rt

are

There was



a"



MalleyoO

oY tem +Yes, also abstract art can nave many marvellous
+ : :manifestations. it can too be severely genmetrical. Tt

Lam

Walshe

Tf you were what comtribution you had given to Irish art,
would you respand to that?

O'Malley
I wouldn't make any response. I'm not aware of anything
like that.

Walshe

In 0 oh 0 rt of fh a) fo
ol i) fo
t

W
W a fu "| rt pe W
l rr ui se 0 a in
)

fo 4 re ty Pe
o a pe
l

nt w
T

fu < By tu

different language.

O'Malley
Yes. I havesuppea e

My Lew my Aan hjective one. T don1£oO

-== ee te amvthina qubtside. That''s notnnm

self-obsession. My mind is private. I think if somebody

told me about my own painting I find it hard to

digest what others say about my painting the

exteriorisatiaon of it.



*

#

eo

s

)

*

9

»

a

w



pue

tu

ut

fr
ee rr

== Uy

4832

doad= T
L

ha
.

fu rm = tu ri ~ i

"r
n i po
t

w
t rt i

Burs

ondemned

power

my age.

German mind

Then there

rible
meone of

like England, re

Irish art



"

ts

od

a

wo

r



edcensorWere

ce,

Lyeci

red

ver fieard of

thereSo

gut toa some pia:eachhoorthat had

went away

Walshe

O'Malley

You

Ou

goneand

cs here yoa

writing about that

worseured

hoe whera

ged in

=
=_t

2maehas

your

he point of being almost a boreie

oF

worid

Lime,
the

But then

the whole

because





Je
su

ed Sesont PLTH

Ser

Q
a

O

UBT 4 WIGsue pe4GbuUTL

$0

"a

AGL

fe
ds

ot

m
1

ASTIPEW.O

tu

German ner

Chuch and

The Council

were being

Walshe





Ss #5
rr pe nm

ATBinToeqP

nOA W400Buam ur

ke
l

~y fo
nt n "b
h rr re 1

he Q
O rt or cr 1 W
o fr
it

od go
ds

od W
w
] in
)

re i) ui pa
t1

W
i

re

Bu4iBun Sem

N
u tu fe
te (i a uh

yey $0adAy "MOUSQTAGSSDO34GuTtAaywo

in

ASTTEW,

0 3 n if W
i

eS ARTASHaI
t

BuTnDySewoUL tcS ou

left were nothing

the same position

O'Malley

Walshe

rt

Walshe

td
a

cr
cr

x
ti

ir
ia

rt
rt

fe
t

fo
nt

ir
W
i

ee
rt

Es
i

W
e

"y
ul

tu
i]

ul
+

O
o

ul
cL

oO

cr
a

q
Tu

xr
ni

x
ni

rt

fi
co

=
a)

Jo
ch

+
by

as
ca
)

ri
O
o.

i)
aT

2
x

Q
fi

w
s

ua
Ch

w
d

rt
io

W
i

fo
ot

uw
re

fa
ui

ch
,

Q
e

i)
3

tu
hd

he
4

pe
t

i)
pe

t
O
y

x
"1

rt
ft

W
i

"-
"e
m

Fy
)

rt
ch
,

rr
3

oO
ui

ov
ui

cl
=z

cL
W
i

rt
uw

rt
hh

i)
le

fa
ie
)

iW
ot

ax
ny

iG
th
.

rt
yi

rt
cg

i]
"|

tl
tu

ta
fu

Q
i

ye
"e
"

ao
ny

=
em

~
pe

al
aa

he
nl

fu
pe

i.
fu

i
a

fe
o

fo
nd

Jo
sh

fll
m
n

ts
)

ot
t

w
l

ri
{9

oO
be

0
Q
u

iy
W
I

ct

w
y

ul
a

fo
ot

Fy
)

ae
VF
)

an
tl

im

nm
in
)

th
"4

rt
ri

Q
l

=
3)

rk
or

nm
fu

i)
m
h

m
u

H
a)

ui
nm

el
-4

cL
ch

rt
ch

oh

W
i

3
a

go
oO

3
rt

ba

W
i

oO

a7
et



Ld
a

«
e



"ey wardrobe or something ke thatmnanm

nothina a

dniWe diCHAoF curhave housesdntidlqd

one

Walshe

We

mm

he

Noboria busi MoUsa

tu
fede
+pa
vel

setttw
l

oot

tlincredibie realiy that life has changed mhem
e

om

O'Malley
When Hac igSi i boudnt yaelfoa wholemLWw

pain GouUa if an Bape. a go emm

red

felaql8pplnh

Department OT duti hei WhenEerda.

iy)
fi dwW

BNnoSmam

sel

tnw
y

C aa WI ADMmQo

= Fowl csdidin ct want anyone La = ah € and La

tside eonniscorin Dec aUuSe oF the fear of

that may gLm

.Y w
Tttcai)

w
ot

Q
o.

rmthe uw lace. At that b

RLSBy begoe

thataapont

'athe

ch he eaiai

to- FsOUPSafer the the negation atago

ofl
trot

Li
ved

hago

oathat. that Eee oaoy di

ngspa

Walshe

O'Malley

What did Vou Gur

aTtT

some B1



bY
a

*



One ar£Tmao

Enniscorthy tha no eia

on it = N Be mag like 4-b, at Thm other an Old

Abbe GOWN in 230 LEE Lae Os. moo ve neHo

w
healip ThisnhiaL

reac old GaelicaiAat

lowing ha b

real oUunrear Great T

got from the Living Aart that ga LA

the daiac

mor meed

Walshe

tustred

poditdoesHow 4if hibi H Lon like th n

that CGZTSI ESwe

O'Malley
Lr

reer anabout thi S Like that Om dgemt
now Lhe te maid ot ui & umpR ora

mohal Pomr

Tt' = Vary sobe ft

Walshe

PENS yoT
H+ grounded £6 thi mic 1 1 th

o



ry
M
i

*
*

*



@
rs

TH pa
s

rh w
ok
e

ty W
a

LAUM

ASBTLPW,O

SusTeM

nt W
o

iy H
Y

"FEUOF

ASTIFW.O

WTA2OM

rt

Aw

40

"UMG

ABTIEN.O

AABA Pers3 BRwee "apu

meouUNoUGAUGABuamMang ut

Walshe

ca

ot

ul
nu

ns
a

ca
ch

m
m

po
t

rr
ui

rt
ty

Bt
ui

~~
im

a
in

tL
rr

i)
a

+
or tl

be
a)

m
M

ia
a

ar
st

A)
Sa
wrc

oh
rt

he
y

ar
a

tu
+

w
e

rr
fl

he
tu

w
m

fo
nt

in
ie
)

be
re

te

Ch
.

rt
m
e

w
et

rr
"h
s

pe
d

ui
te

™
a)

rt
ie

ny
i1

fr
et

cL
Fa

H
a

m
u

rn
w
v

n
io
e

fu
e

nh
rt

am
)

't
tt

ut

Q
a

ui
yi

ny a
q

BS
)

rt
O
o.

"j
fe
a

"r
oh

W
w

W
i

Ti
W
i

be
at

rt
kb

a py
rr

fu
ur

a
CQ

im
pa

t
pa

d
th

ti
na

he
re

po
st

rt
rr

in
ny

w
ut

iti
fe
d

Fi
om

re
hy

W
W

fo
t

~~
se
g

in
d

ri
fu
nd

w
ad

pe
H
e

w
d

Yr
i)

W
i

ty
=f
)

W
W

a
pe

et
rt

im
)

a
pa

fs
am

g
tu

H
i

fo
nd

fa
rt

ty pa
ch
a

ui
"4

a,
Pi

w
i

£
w
i

pe
nt

D
H

i) ba
be

t
en

t
Bi

oa
uw

bo
d

by
ur

a)
ti

he
od

o.
ny

jo
t

se
od

H
t

G
y

rr
m
m

oO

ba
te

ui
4

3
rt

i
a

ul
ar

ui
be

t
ip
)

O
Q

o
nm

te ul
W
i

Cc
fo
t

ba
ne

i)
oO

.
D
e]

ia
)

fe
a

ui
C.

W
i

rt
a

ul





Walshe

tuthrd
red
codtIim

)i heafer is did

O'Malley
For P=] = oc BE es yo == wei od w?act hea G aren t ie Ee ne= agar'e

itspatT

Sune ha£ia

thereinOne:herea'sTri

ftcn

vestnowing a~

setm

onerem =
BHnm ih Tt han ma on Fe nOooO1

shed up onwoodframRanerk one. hier that a

vi&tot
plcsend

fd

ondtiSaf

bent

zrForineoF Ges
4Beact 1& t ke doin cw£

wit the ag Bhat these are old timber Tron hoatsaw

E.3the ey che a neh Lmoe i PHOLILO # roo LALTEPestea in£TrTrb

them.

uh
estntiri
end

podCa ia the ne oOnmte

ti od

Hepa Pek hough ret rainThd£Lnm

ch

reed

fat

tpl{ti
fl.fram nm

r Reome £1w

th iaaJd

:+
¥
e

"Sraft

M
yaq FJTtL

:wuld be mywothatTIThe aaL

a

ahellove an th aqLimroryo

ftofaofel

vba!
a
ped

fel
sel +Da mec thinkia

a3 kn oxusemyJu doa ad wha Lore ic YOU haveLL

Walshe

iftiood

aopel

im
ond

w
het

tftBeenJane yen ior Pats Tie Dleathes #hL

Ail Lior
+



ba
iN

e
*

*



m
u

|
w
on

=
a

ee

rd
x

4
gs

th
s

fe
t

oO
Td

rt
tu

rh
be

t
yl

W
i

Q
O

ia
im

)
G

m
a

rr
rt

rd
ry

M
s

fu
ae

ni
rr

fy
by

im
)

w
l

oh
=P

a
be

e

rh
oe

=
be

t
ui

=
aa
d

va
3

Ie
!

be
a

1
ny

Q
i

a
=r

te
ia

M
u

re
i

ty
ni

fy
rt

ul
iH
)

ua
)

bo
ot

ui
cy

rr
"

fis
tu

al
i)

be
e

be
nt

fu
ar

ui
4]

fu
"a

im
rt

uw
m
h

La
ff

he
a

0
nm

La
d

m
n

aa
)

A
rt

nn
d

"i
ul

"i
"|

ne
rr

be
nt

i)
Ci

im
n

iy
ip
)

he
r"

m
pe

)
bt

8
w
t

4
~-

ba
oh

ro
o

ut
W
y

pe
t

a"
ui

rt
a

ne
i

q
re

H
e

it
Ir
on

fp
ta

a
W
w

w
d

ui
"T
al

oo
t

a
be

t
"h
d

W
a

rh
fy

oa
w
a

"f
y

To
a

a,
tu

Te
d

nd
os

w
l

m
t

be
t

ti
4

CC
0

hs
be

d
H
H

Ti
ui

he
be

fi
ay

i
fr
et

ie
ba

be
d

"4
fy

rt
Ka

"|
rt

be
s

a)
rh

i
ta

od
po

t

ch
"

rr
ft

a
fo
t

"
N
y

od
~

fit
a)

a)
m
t

im
I.

i)
re

fo
d

ri
)

ty
|

tu
re
e

ne
nm

nm
H
i

ld
or

be
a

Ci
rt

hh
a

a)
"2

ti
Q
W

m
s)

C
Ts

ie
"i

re
nl

Ce
"4

fu
be

e
nm

w
l

"
rt

be
t

"4
TA

rr
hu

er
be

ds
"

%
rt

T)
m
n

fy
fy

W
y

iE
)

rt
Fs

a
a

rm
ee

fa
"4

rt
ia

iM
)

"
Tt

"i
O
a

rt
fm

a
a

.
"\

rh
ie

bh
th
s

rt
be

a
8)

rr
fh

w
d

co
ne

fii
FE
)

ty
W
i

al
M
u

"4
m
d

ba
s

tr
en

d
a

iM
a

re
"|

W
e

nm
0

w
y

3
H
t

in
cr

be
t

re
iy

re
ot

1
rr

gO
ty

ia
a

a
hr

ny
"«

w
r

rt
t.

te
os

n
rt

m
ty

iy
re

re
y}

or
bo

d
iy

a)
a)

or
ty

re
m
e)

w
y

or
ay

'I
an

bo
ts

zi
i,

rs
)

rr
w
o

m
y

"
0

ae
tu

bs
a)

fr
ed

fo
o

fh
ne

m
e

"
H
H
)

Ch
.

rt
N
u

ei
er
st

va
l

bh
re

re
W
i

%
N
y

"h
y

rr
{i

fe
fi

h
th

a
rm

fe
™

a
re
)

he
nm

a
n

ni
"

0
i

be
at

ui
a

py
py
)

in
d

ad
th
e

en
]

vo
m

rt
6

a
be

t
un

fi
fo
ot

i]
=

oy
=

be
e

nu
W
W

fs
fy

"
uh

io
n

tis
be

rt
be

w
d

be
e

ui
Td

tn
W
w

"i
oo

n
"i

he
rt

be
ns

ur
ol

H
a)

in
ry

"|
a

fp
a

rt
a

be
d

"
rr

ad
im

)
ny

=
W

co
fa

be
ts

of
,

8
se

ch
te

"i
fo
nd

tu
bt

W
i

iH
]

(T
ad

pn
w
t

tl
ih

a
W
i

rt
rl

ie
"i

Ch
ae

rt
8

Cs
«,

CS
D
n

a9
)

ae
fh

M
y

fe
t

&
i

be
ds

m
rt

re
m
l

be
re

ae
ah

m
m
.

ih
.

n
af

"4
m
i

m
i

od
bt

fh
W
i

w
l

a
"

W
i

rt
rr

va
l

be
nd

th
fu

m
e

m
m

a
ny

ne
ba

s
W
o

i)
ts

w
d

+h
=

ul
Ke

"J
iu

"4
re
o

re
at

"
ce

re
he

t
"y
i

w
i

ch
or

Ci
is

"
ui

n
tu

ri
nm

ae
]

H
h}

ia
)

ny
"

a
N
w

ad
rm

rt
ir

"4
oh

.
cr

Fa
",

=
be

s

pa
tH

be
t

bo
be

a
if)

if
iQ

i
aa
d

a
be

t
"t

*,
Fe

iff
)

al
fa
a

ia
0

ia
]

fe
t

tu
cL

0
La
d

=
be

t
W
l

nm
a

im
}

rr
5

re
=

"i
"a
t

th
ch

et
e

-~
ia

-
Ci

cr
i)

7
ia

H
H

rt
m
n

be
t

a)
et

O'Malley

w
r

0

tu fs

th
im

ii

Yr

og

ia

tm i)



4
%

Ta
r

ar
y

va



rd

Walshe

tu iLoO

O'Malley
'"

vedthtedaaed

JdwTr Tgqbo
tpl rthat in the Bahamas. That 7 ro achieve some metas thedd

¥

warm%G
t ¥a oraSckrs

obs

de!

iftQsend

Gitlin ae =of light that there. There

1CcqtaAgq1

FMina

W
w

vetit=EeL

it£ohcapod

fetiti a ra
4 eR

4 ibr chk = iv woubrdin ave doneLTm

ii OFg

Qqaathing fT

vetSa
+part Lid oatLAFL ane

* SUQGRSTiOnap

rcha

on

HERSSHSSFHRESRSSEESRASE

%




