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 By Joanne Laws

Mounting the steps towards �e Dock, I was 
confronted by a multitude of ambiguous portraits 
which e�ectively activated the glass-fronted 

foyer. With feelings of anticipation, I crossed the threshold, 
receptive to this declaration that graduate artists had, as of 
now, occupied the building. Kerry Cunnigham’s portraits 
- obscured, reductive and reproducible – were further 
manifested as a singular image in a large-scale projection 
onto the mezzanine wall above the staircase, although 
the daylight diminished its cinematic impact. With facial 
recognition rendered alarmingly irrelevant, this subversion 
of the portraiture canon speaks more in the vernacular of 
online culture, commenting on voyeurism, pro�le pictures 
as networked meta-data, and the �lters through which the 
self is concealed from the outside world, with the prospect of 
grati�cation becoming ever distant. Although rudimentary 
in some aspects of its execution, the artworks (particularly 
the receipts as counter-portraits) signify an engagement with 
sophisticated current discourse (data-mining, surveillance, 
consumption) revealing areas that the artist should synthesise 
further and make her own.

Continuing left along the mezzanine, photographic works 
of wild animals situated within domestic interiors proved 
visually striking. Pitched as a journey into the absurd, Kevin 
Skinnader’s experimental photography represents a departure 
from painting which is rather successful. A higher quality 
print �nish with greater colour saturation would do greater 
justice to these quirky, appealing compositions, providing 
an arena for further playful juxtaposition that seems less 
attainable within his realist painting.
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 MELISSA SMITH
Cellular Structure 

oil on canvas 
                         Courtesy of the Artist 
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Entering Gallery 2, I paused to take in the view:  A 
panoramic of experimental, inter-disciplinary work, coupled 
with some carefully considered yet playful curation, attested 
to the reasons why the ‘degree-show time of year’ is so 
rewarding for the art audience. A ceiling-to-�oor textile work 
by Melissa Smith gracefully commanded the space, providing 
a point of navigation from which to circulate the rest of the 
artworks. Monumental presence shifted to a more intimate 
reading, when tiny drawings concealed within the threads 
of the crochet work became visible. Supported by a tangible 
interaction with some competent painting, the artist’s body 
of work was one of the most professional exhibits of the 
group show, and could be happily incarnated within any 
contemporary art space.

Executed with a muted palette, and received as a cohesive 
series of durational studies, Margaret McKenna’s ink 
drawings provided a moment of calm re�ection in an active 
space. Due to the artist's command of the medium and an 
awareness of composition, her investigations of �ora and 
fauna of the ocean provided more than just still life studies 
of organic detritus.  �e use of antique pen nibs and ink 
(as a gesture towards liquidity or �uidity) provide an insight 
into more traditional functions of drawing as documentation 
and archive; methodologies which could be consolidated in 
future work, supplemented by discourse surrounding the 
museum aesthetic.

Amy Keeley’s concise artist’s statement describes her 
encounter with some fundamental ongoing issues within 
drawing discourse. Can a methodology (i.e a method of 
research, a process of doing) become the art object (i.e the 
�nished product)? In this case, the work o�ered access to 
both. In providing an assemblage of architectural studies 
– drawing, collage and photographic works – secured 
haphazardly in place with brown-tape, strewn across two 
walls of a corner (which included a closed door) the viewer 
reads a work in progress, which in turn becomes an art object 
– a monument, perhaps, to rumination.  �e large textile and 
paper collage which was displayed to the left, further blurred 
the boundaries between drawing as a noun or a verb, and was 
e�ective in this regard.

Vibrant paintings of last year’s London riots by Maelisa Regan 
provided an insight into production trends in contemporary 
painting. �e street culture aesthetic has surfaced in other 
degree shows this year, strangely enough in the work of 
other female painters. Based on imagery extracted from the 
internet, the work alludes to the dubious role of online media 
platforms in circulating news reportage, including the use of 
social networking sites in the orchestration and mobilisation 
of social dissent. More work in the technical and art-historical 
aspects of painting would further enhance the artist’s inquiry.

Geraldine Tighe’s robust, almost masculine ‘Regrowth’, 
was a sculptural assemblage of manually rendered driftwood 
and other found materials, which provided a meditation on 
the natural landscape. �e work was accompanied by a well 
written statement, but a little editing would be of future 
bene�t. Generally the artist’s statement requires a delicate 
balance between clari�cation and concealment, and often 
artists do themselves a dis-service by over-explaining, or forcing 
a conceptual framework onto their work, either limiting its 
reception or over-generalising its intent. For process driven 
work, it is often better to let the material qualities of the work 
speak for itself, sparsely framed with some cognitive insight, 
in the form of drawings or a minimal commentary.

In the absence of other artworks, I can only judge Pamela 
Byrne’s body of work on the basis of one oil painting entitled 
‘Corvids’, which I read as a reference to birds. Certainly 
crows, as a symbol of folk-lore, superstition and mythology 
could be the subject of a signi�cant body of work, but in this 
artwork any reference to birds has been obscured by equine 
hooves and some technically problematic painting. Perhaps 
oil paint is too cumbersome, and a more agile, water-based 
medium utilised in small -scale studies on paper could prove 
liberating for the artist, so that the essence of this potentially 
sophisticated and unique inquiry might be revealed and 
consolidated.

I am always pleased to see the cubby-hole in Gallery 2 
used to good e�ect, and within Vanessa Salvador Garcia’s 
darkroom installation the viewer was invited to play, interact, 
wear 3-D glasses and to suck on lollipops. Dimly lit with 
ultraviolet, Day-Glo works confronted the viewer, while the 
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     Installation View
Gallery Two
 �e Dock,
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     VANESA SALVADOR GARCIA
  Coulour Garde

 Installation View
Courtesy of the Author



+BILLION-  #40 w: billionjournal.com

sound of birds and gunshot provided a quirky, if dislocated, 
audio narrative. Having compiled a comprehensive body of 
experimental works, comprising of di�erent and generous 
ways to engage the viewer, the artist would be advised to 
now focus on one aspect in subsequent work. My preference 
lies with the viewing box of drawings, with its multi-layered 
scenography, which (if presented with less distortion) could 
o�er a valuable examination of the theatrical and performative 
apparatus which surrounds the production of art, providing 
an impetus to study more intently the relationship between 
artwork and viewer.

Gallery 3 is also a space in �e Dock that I regularly enjoy, 
because of its liberation from the formal pressures of large-
room curation, making it an ideal location for interventions 
or research-based experiments. Deirdre Houston’s multiplicity 
of tree images were assembled in an investigative fashion, 
pinned casually to the wall as sketch-book o�erings. �e pages 
– products of drawing, photography and print processes - 
retain the tree’s image even when reproduced, and the decision 
to also present blank pages in primary colours conveyed an 
engagement with colour theory that the artist should further 

pursue as an intrinsic component of image-making.
In the same space, works by Nalayini Kanapathipillai 

landed the viewer back in the territory of painting on canvas, 
reintroducing portraiture formats as a mode of iconology. �e 
artist’s fascination with India’s Tamil Cinema industry has 
produced four appropriately sized paintings, with one being 
far more visually striking than the rest. A tentative engagement 
with surface manipulation and collage was evident, although 
this approach would bene�t from re�nement. If the artist’s 
desire is to keep painting, then a substantial body of works 
must ensue, coupled with a �delity to more decisive editing.

Crossing the landing towards Gallery 1, I examined a 
series of geometric drawings by Andrew Roche.  �e initial 
graphic appearance was superseded by an awareness of the 
artist’s adherence to the principals of craftsmanship in his 
execution and choice of paper and materials. On entering the 
space, where some minimalist curation produced a di�erent, 
almost diligent atmosphere, I observed a larger more mass-
produced incarnation of Roche’s inquiry with a mixed media 
piece entitled ‘Coincidence’. Formed out of an a�nity with 
code, arithmetic and geometric progression, some repetitive 
pattern-making pursuits have evolved out of the ‘square root 
of �ve’, a motivation that I �nd in�nitely appealing.

Issues pertaining to the function of drawing resurfaced 
in the work of Áine Murray, where I was left searching for 
evidence of her rationale. Described in her statement as an 
engagement with architectural plans, it remained unclear as 
to whether these works could exist su�ciently as art objects, 
or whether they might in fact be stronger as preparation 
for some other process. While some surface manipulation 

 3   +BILLION-JOURNAL#40

    
     NALAYINI KANAPATHIPILLAI

Sneha
Oil on canvas

    ANDREW ROCHE
Coincidence

 mixed media
Courtesy of the Artist
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is evident in the drawings, these choices end up infringing 
on the work’s graphic appeal. As Rachel Whiteread is stated 
as an in�uence, it would be advantageous for the artist to 
revisit Whiteread’s drawings and observe the clarity achieved 
in the minimalist studies, which can be read as preparatory 
works for sculpture but which also have the capacity to exist 
autonomously.

Architecture of a domestic kind was further explored 
by Colm Langan with his insight into unoccupied derelict 
homes. His drawings conveyed a skill for draftsmanship, 
complemented by a subtle integration of discarded materials 
such as old newspapers, which produced a sculptural 
aesthetic. A more sensitive treatment of the wooden found 
objects (which were roughly hewn and not displayed in their 
entirety) would improve the aesthetic appeal of the work as 
a cohesive whole. I would have liked to have seen ‘�e Last 
Reading’ (catalogue image of an electricity meter) displayed 
in the gallery.

Concluding �oughts
�e notion of ‘critique’ is very subjective. In writing this 
review, my only motivation was to give this graduate work 
some attention. Out of this close reading I have tried to 
provide some constructive commentary (how the work was 
received, how it relates to current practice, and where it 
succeeded or lacked, from my perspective) wherever I felt it 
would be bene�cial, highlighting potential areas for future 
development. As a general comment, more work on the 
artist’s statements would be bene�cial, although I understand 
that this is more of a post-graduate concern.  For those who 
want to keep making art, I would urge you to continue 
developing and deepening your knowledge within your 
�eld, and to maintain opportunities for experimentation and 
critical feedback. With diminishing funding opportunities, 
self organisation is resurfacing as the arts community’s 
greatest asset, with ‘mutually bene�cial exchange’ replacing 
the ‘�nancial transaction’. Your peers will be an integral 
part of this interdependent activity. Familiarise yourself 
with the galleries (private and publically funded and artist 
led spaces), the art publications, and funding opportunities, 
both nationwide and internationally. Anyone embarking on 
a degree courses in future academic years would bene�t from 
visiting other degree shows (most notably NCAD) to gain an 
insight into the work of their prospective peers.

Sligo I.T’s Art Department has always existed on the 
peripheries, both geographically and pedagogically. I say 
this because ‘Fine Art’, as a curricular designation, has 
always remained broad when viewed in the context of other 
‘departmentalised’ institutions (Painting, Sculpture, Textiles, 
Ceramics etc..). With lower student numbers, Fine Art in 
Sligo maintains a �delity to quality mentoring at a sustainable 
level, with a reluctance to ‘churn out’ hundreds of art school 
graduates every year. Ironically, inter-disciplinarity has become 
very evident in degree shows nationwide in recent years (with 
painters engaging in photography, printers experimenting 
with �lm, sculptors undertaking painting etc..) so ‘Fine Art’ 

in this context can be viewed as an increasingly progressive 
model.

In conclusion, �e Dock must be acknowledged, in 
providing a valuable opportunity for graduates to display 
work in a contemporary gallery context. �is annual gesture 
demonstrates a desire to engage with and support fresh talent, 
and illustrates a spirit of generosity that is lacking in some 
bigger institutions. I suspect the curatorial team also view the 
graduate show as an opportunity to embrace new approaches 
with fewer formal pressures, evident in the experimental 
presentation formats which activated the gallery spaces to 
such great e�ect.
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