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Abstract

This thesis investigatethe resurrection of the Gothic home as a powerful symbol in
contemporary Irish fine art practice from 1990 tol20 figuring large in the work of
important Irish artists Aideen Barry, Alice Mah&orothy CrossPatrick Jolley Anthony
Haugheyand Michael FortuneThis current reemergenceof the Gothic homehas been
provoked and stimulatedy contemporaryrisesthat have in turn acted to aggravate much
older, underlying Irish anxieties in relation to honie.revealsthese Gothic homes as
revenantspacesechoes ofdark domestic images and situations thatur throughout Irish
history and memory, from Big Houses, to Famine cottages, to Magdalen Laundries, to ghost
estatesThe works discussed here are rooted in Inodldlernanxieties and a teematised past;
contemporary art acts astrigger that unleashes buried traumas of home within the Irish
psyche; layered associations of home with danger, warfare, colonialism, and evibgon
Gothic home of contemporary Irish art embody the expressbrihe Heimlich within the
Unheimlich they areconcerned with concealed repression, with uncanny revelation and
return. This domestic art of thedgnheimlichhomes is identified as Gothic in terms of its
aesthetic, its expression, and its concerns. These problematic positemn dark domesticity
within the dissident mode of the Gothic, offering a countarative to normative visions of
home and dominant natives of history and politics. This thesis valorises these multifarious
contemporaryepresentations of dark domesticity, seeing them as a powerful addition to the
canon of creative practice on Irish domestic Gotlmadoing so, itenlargesghe definiton of

Irish Gothic in order teembrace and valute vivid contribution of fine art practice to the

Gothicas a genre
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Introduction

The Gothic is rightly, if partially, understood as a cyclical genre that reemerges in times of
cultural stress in order to negotiaaxieties for its readership by working through them in
displaced (sometimes supernaturalized) f@ruarley 2002: 194).

The purpose of this dissertation ts examine tle resurrection of the Gothic home as a
powerful symbol in contemporary Irish fine art practieer the last twentfive years from

1990 to D15. This thesis examines the reasons for this prevalence of Gothic homes in Irish
contemporary fine art practicand points to these homes beneyenant spaceechoes of
domesticdmages and situations that recur throughout Irish histotgkes the Gothito bea
transnational, interdciplinary study of the marginal, the liminal, the dispossessed and the
unspokea, but focuses othe underexploredirea of fine art and the Gothic, and in particular,
that ofIrish fine art and the Gothic€Contemporary Irish aproduced from 1990 to 201§

alive with problematic images of home that overwhelm the viewer with feelings of anxiety.
This resurrection of the Gothic home is not new, ibaicurrent reemergence in the last
twenty-five years has been prompted by certain contemporary circumstaatésve in turn
acted to aggravate much older, underlying Irish anxieties in relation to home. Gothic visions
of home were already circulating in the 099a decade thasawboththe 158" anniversary

of the Great FamineAh Gorta Md) andthelast large campaigns of paramilitary violence in
Northern Ireland. ldeas of natiaas homeand nation as homkeave also beehighlighted

since 2010, with the commencement afdecade of centenarieselebrationsof historic

landmarks in the path to Irishdependence.
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In 2015, artists, historians and politicians alike are considering the problematic
process of memorialisinghe traumatic events of the Easter Ris({i®16) the War of
Independence(19191921) and especially the Civil War (192223) which divded
communities, families and homesifteen years into a new millennium and Ireland is still
irretrievably haunted by the past. contemporary Ireland, notions of home are still overlaid
by national memories afolonial ownership, historicalispossesen and civil unrest. Home
is a recurrent symbol, setting, site and metaphor in contemporary Irish art préctice.
traditionally represents dagsticity, intimacy, family lifeand ownership, but more often in
contemporary lIrishart, it is represented as agblematic and contested spatée powerful,
national memories of loss, wand trauma have abnormais Irish ideas of home. These
abnormal reactions to home are depicted in the art of-2098; these vivid fears, buried
secrets, repressed desires anenced narratives of the Gothic home are depicted again and
again in the work of contemporary Irish artistdice Maher, Rita Duffy, Michael Fortune,
Aileen Lambert, Connolly Cleary, Martina Cleary, Marianne Keating, Daphne Wright,
Michele Horrigan, Dan Creedon, Yvonne Cullivan, Willie Doherty, John Kindness, Patric
Coogan, Philip Napier, Aideen Barry, Dorothy Cross, Amanda Coogan, Cicely Brennan,
Patrick Jolley, Anthony Haughey, Elaine ReynolBseddy BaxterEamon CruddenYera
Klute, Kim Haughton, \alerie Anex and Seamus FarréNithin the oeuvreof these artists
home appears consistentlgs a Gothic site of anxietyfdome in these worksjs often
exemplified as problematic and contested; its boundaftieguently transgressed by

economic, politickand cultural forces.

This Irish Gothic home is a cultural product of both past and present anxieties. This
thesis therefore aims to analyse the home as the logical locus of the Gothic in contemporary
Irish culture, while tracing the roots of this exmies backthrough history, culturememory

and folklore. It sets out to dissect the different forms of the Gothic home through fine art
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projects that reference otherness, trauma, memory, haunting and the uncanny. In,dbing so
also hopes to rewrite the definition of Irish Gothic in order to create a more comprehensive
understanding that embraces and values the contribution of fine art practice to the Gothic. It
looks at how anunderstanding of home is at the heara ofatiomal, regional and locabothic

in Ireland, a communal understanding of otherness constituted by shared community

memories, history, customs and sites.

Fig. 1 Alice Maher (2003)Palisade Photograph from Portraits series.

Alice Maher explores how we react to tbentested homéirough herPortraits series of
2003.Palisade(2003), part of this series offers an extraordinary crofetweenRenaissance
portraiture andurrealist ar(Fig. 1). In Palisade the artist presentserself surrounded by a
defensive wall of stakesa structurenormally erected during war to protect the domestic
dwellings within.Here the artist has literally become theme;she is both protected and

imprisoned within her palisade. Malieruse of defensive building is reminiscent of both
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folkloric methods of home protection, exploreddhapter Oneand ofcolonial fortifications

discussd in Chapter TwoThis use of surrealism to express ideas of the Irish Gothic home is
explored inChaper Three.Ma h e predccupation witlthis melting, surrealistic mode of
transformation leads tan Unheimlich or uncannyjmageof home.This idea of home as a
placewhere the familiar hagrown unfamiliar and strangsi e x pl or e dOnithe Jent s
Psychology of the Uncanfyl 9 0 6 ) , dmedncknnyda19).Maherequates the idea

of the home with woman, with Fregddirst home& the womb, which he describes &ésn
Unheimlichp | aceét he entrance to t he(Frewldh® ed4d)Hei m cC
MaheiGs unusual representation of women stems from the uniquely Irish experience of female
repression, discussed in detailGhapter Threeand emblemates in contemporary lIrish art

through feminist disruptions of the domestio the work of Maher and other artists like

Barry, Cross and Coogaimdeed, Humphries (2008) sees Mda@kexork as symptomatic of

the contemporary Irish use of domestic symbolism to reflect deeper notions of home:

€ in thesePortraits, Maher appears tioetrying to retrieve somethinfyjom her upbringing, as
she embeds herself into material memorabilia from her childhaadl environment, heavily
ladenoncemr e wi t h r el i gBy bteradly coverioghhergtorsa prid yaédgth
these talismans, it @sthough the physical alignment to material mnem@ssociations, she
can returrhome, if not by clicking her ruby red slippers, by cirgaherself as art, an art that
ultimately seeks the domestic to reflect memory. In othards, the artist has creata new
language for ta self via domestic iconographfHumphries 2008: 46)

MaheiGs Palisaderefers to both a range of domestic anxieties, and to wider concerns
about home to do with issues of power, transgressionrardory This complex range of
referencetypifies the approach to home taken by contemparisly artists, who imbue this
domestic subject matter with anira of danger, dissolution addom. Over the course of this
thesis, lexamine these works to tratiee precedents for these dark ieiss in art, culture,
politics, history and memory. I€hapters Ondo Four, | look at Gothic images of home
interpretedby a range of Irish artists that deal with specific areas of folklore, colonial

concerns, female anxieties and the contemporary hoassig of 20082015.This thesis sets

4
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out to analyse these multiple manifestations of the Gothic home, siting them in relation to
present societal concernmsamelycultural anxietyandeconomic disaster, but algorelation

to the shadow of legend, postonial and historical trauma, the threat of the raind the
survival of memory. In addition to analysing these wotdsapter Fivealso offers a parallel,
practiceled investigation of the process of making a fine art project based on an Irish Gothic

story andthe collection ofts counternarrativesand secret histories

The history of the Gothic itself is a history of resurrections, of the recovery and
reectivation of forms. Indeed, the birth ahe Gothic is linked to th&othic Revival, itself a
reanimation of older principles of architecture. During the eighteenth and nineteenth
centuries, a textual and artistic lexicon of Gothic was created, a language of dungeons,
doubles and distressed damsels. Since then, revivals of the Gothic in fineratyre and
other creative media have occurred periodically, inspired by changing cultural, economic,
political and social circumstancea/hat is interesting is how these revivals differ from each
other, tied as they are to a particular set of condittbas have stimulated the Gothic to
flourish. As Spooner commentdike Frankenstei@® monster, these revivals seldom take
exactly the same shape they possessed before. The notion of revival can be seen to imply a
reappropriation and reinvention of prengoforms rather than a straightforward repetiion
(Spooner 2006: t12). For the purpose of this thesis, | will look specifically at a remarkable
example of one of these revivals reappropriationgthat of Irish art from 199@015. Iwill
look at the dek versions of Irish home that emerge over these twidndyyearsin terms of
what they tell us aboutationhood, homelandnd physical and mental constructs of the
home, but also in terms of howhesevisions are triggered by past and present anxieties,
causing an upsurge of angst, feard national insecurity. This thesis illustrates this unique
Gothic resurgence in Ireland by examining some $ipgobpes that emerge from 192015

interrelated themes of anxiety, space, iderngib liminality that ceatre on contemporary
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visions (or revisions) of what the Irish home symbolisaghe twentyfirst century;a home
haunted equally by memories of a problematic political and coloniglgrasta fraught social

and economic future.

This Introductionsets out the focus and parameters of the research question. It defines
Irish Gothic as the specific sense of otherness that emanates from Irish culture, history and
geography, and that is expressed through crepta&tice This sense of cultural and raial
otherness arises from Irelasdich folklore of strange stories, its troubled history, its liminal
geography and its problematic postcolonial sense of identity. This otherness is both a
construct of alterity in relation to Englishness, but @gpressegshe distinctively Irish roots
of the Gothic throughart, literature, folklore and interdisciplinary approaches ®tes and
stories. This Introduction also elaborates on notions of home in its many featations,
physical, historical and temporat links these ideas to the central concept of the revenant
Gothic homein Ireland This section alsdighlights methodologies used in analysis of the
thesis that are suggested by theefiart examined, including theoretical approactied
explore the natre of home as site of memory, site of trauma and site of the uncanny. The
central thesis of thintroductionis based on an argument made in my chajiresurrection:
A Gothic Revival in Irish Contemporary Artn The Gothic Compass: New Directions in
Scholarship and Inquiry(Routledge2015, that these Gothic hags arise as a response to
contemporary economic, soceahd cultural crisis in Irelandn the same chaptdralso posit
that representations of the home in fine art mirror the uncertainty axidtanhat pervades
contemporary domestic space spaceproblematied by financial uncertainty and questions
of ownership, and haunted by the ghost of postcolonial disposseSh®rsection on Irish
spaces and terrains also stems from a chapt§mo}possible Spaces; Strange Sites, Stranger
Stories in Irish Contemporary Art Practicen Irish Gothic (Cambridge Scholars,

forthcoming) that marks the Irish landscape as both a physical and metaphorical realm of
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legend.This Introduction provides an exgnded version of #seargumers, and frames the
Irish Gothic home as a site of recurrence, a site of disintegration and a site of danger, all

topics that are investigatédrtherin the five succeeding chapters.

These five chapters of this thesis aim tgport these objectives in terms of
examining the pervasiveness of failed, contestadd traumatised homes in Irish
contemporary art practice arstrutinisingspecific case studies in Irish fine art practice
seeing them as revenant images that echo oluwiererns about Irishness and hornish art
is rife with images and narratives of a Gothic domesticity; the work of Barry, Maher, Duffy,
Fortuneet al stands as testament to this. The different ways in which these artistdate
the core anxieties and uncertainties of Gothic domestic space are exjfiovaghout
different chapterausing a structured method of examination laid out at the end of the
Introduction However, before examining the specific methodologiesaagdmentsised the

first point to outline is the definition dhe central research question of the thesis.

Origins of Project; Gaps in the Gothic

This thesis was triggered by the sheer amount of vivid and evocative images of the Irish
Gothic home expreed from 1992015 by important Irish artists including Alice Maher,

Rita Duffy, Michael Fortune, Willie Doherty, John Kindness, Aideen Barry, Dorothy Cross,
Amanda Coogan, Patrick Jolley and Elaine Reynolds. The concerns and anxieties expressed
by these dists echo a tormented domesticity that is unmistakeably Irish in origin, and that
refers to a range of historical, cultural and folkloric forms of contested and transgressed
homes.This thesissets out to contextualise and explain this work, and in deentp apply

the termdGothidd confidently to Irish contemporary art practi@nd toestablish the place of
domed in contemporary art practice withthe canon of Irish Gothic. The Gothic home in

7
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contemporary lrish art practice is often portrayedUadhéamlich or uncanny In the art

practice ofthe Irish artists cited, home @lsorepresented as a place of permeability and of
cultural otherness, or alteritit.is the site of buried memories and repressed histories. It is the
place where counterarratives of history are shaped and transmitiolting has discussed
this i1 dea of Gothic itself as shadowing th
di spl aying t he under si de of enl i @htThenment
contemporary Irish homis a space of uncertainty, of anxieand even of terrolmages of

the Gothic home also permeate the work of contemporary Irish writers, from the brooding
house ofThe Book of Evidenqdohn Banville, 1989), to the nightmarish Monaghan homes of

The Butber Boy (Patrick McCabe, 1992), and to the claustrophobiaRobm (Emma
Donoghue, 2012)in Broken Harbour(Tana French, 2012) anthe Spinning Hear(Donal

Ryan, 2012) both writeralso usehe contemporary Gothic trope of the Irish ghost estate as

settirgs for their novels.

The process of identifying the subject of this thesis arose from an investigation into
definitions of Irish Gothic offered by various authors and publications. Chief among these are
W. J. McCormacks articles drish Gothic and Aer, 18251945 (1991) anddrish Gothid
(1998), Jarlath Killeet® Gothic Ireland: Horror and the Irish Anglican Imagination in the
Long Eighteenthcentury(2005), hisarticlesdrish Gothic: A Theoretical Introductid@{2006)
anddrish Gothic Revisited (2008), Luke GibborsGaelic Gothic: Race, Colonization and
Irish Culture (2004) and Transformations in Irish Cultur¢1996) Richard Haslaris article
drish Gothic: A Rhetorical Hermeneutics Approadq2007) andhis book chapterdrish
Gothidd (2007). Al these writers operate on a consensus that Irish Gothic is different from
other national forms of Gothic. All privilege the written word (mostly in the form of fiction,
though Gibbons cites reports, letters and other marginalia) over oral discourstuatieya

the tales of the Gothic and how these form an Irish Gothic tradition (or nibis)thesis
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proposes to address the current gaps in researching Gothic stindiss.gaps are identified

as follows, the first one being the most significant for thssertation:

McCormack, Killeenand Haslam all omit fine art and the visual arts from their
discussions; this is a large gap in their analy&@sbons however, widens his discussions in
Gaelic Gothic(2004) to include cartoons from Pundmd his Transformations in Irish
Culture (1996) also considers the work of artists Alice Maher and James Coleman in relation
to postcolonialism (but not to the GothicJhis set of omissionsoffers a very narrow
definition of the Gothic, which isnternationallyregardedas a transdisciplinarystudy. This
thesis argues for a wider definitiof Irish Gothicthat can usefully incorporate a richer frame
of reference to involve fine art practice and lived culture as well as textual sources. The
visual culture of the Gthic is not only as a parallel creative form that illunk@sathe written
tradition, but § a vital source of Gothic in itself. There is also a general failure to connect
Irish Gothic with contemporary manifestations of the Gothiceptin the case oHaslam
who mentions the idea of such a traditionsérg in contemporary writinghe cites Seamus
Deane, Nil Jordanand John BanvilleHowever, heomits mention ofPatrick McCabe,
Emma Donoghue, Eilis Ni Dhuibhne and Anne Enrigind fails to referenceleas of the
Gothic in other creative practices. There is also a lack of recognition of the contributory
factors of memory, folklore and traditions in the Irish Gothic tradit@hthese writers, only
Haslam (2007) discusses the mn@nce of folklore whin thedrish Catholic Gothiécanon
(he cites John and Michael Banim, Jamdar&hce Mangan, Gerald Griffin anilliam
Carletonbut omitsPatrick Kavanagh)ut there is no attempt to offer a wider understanding
of how such atatived or vernacular Gdtic might manifest in other creativantemporary
practicesThis reconsideration of folklore as key to Irish Gothic is deliberated in some detail
in Chapter One: The Home of Folklorginally, while allthese writers on Irish Gothitte

postcolonialismas an important trope in Irish culture, it is not explicitly linked with ideas of
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trauma hauntings, ruirand the Irish homaeas it is inChapter Two: North and South: [Post]

Colonial Notions of Home

There is also a gap in terms of critical writing loish art and the Gothic. Despite
excellent texts like Fionna BarlisArt in Ireland since 191(2013) which offers an kaepth
analysis of how the forces of nation and modernity have shaped twentieth andftvgénty
century Irish art, and Dorothy Wall@rModern Art in Ireland(1997) which looks at the
existence of an Irish tradition within modern art, thare no substantiaéxtsdevoted to the
idea of the Gothic in Irish art. In fact, in terms of current art practice in Ireland, there has
been reluance to quantify a body of fine art work or fine art practitionerg€Gagthiaj
despite the prevalence of Gothic motifs and themes in contemporary Irish art. In fact, the only
explicit links to a Gothic tradition have been made in the case of Aideen Bhoyself
identifies in interviews as d&Gothid artist. Curator Cliona Schaffrey has produced some
interesting essays on the nature of space and place in contemporary art, Bletegs
Without Place(2007) on Felicity ClearPantofflier (2008) on Vera Klute andhe House
Projects(2007) on Aiden Barry and Dominic Thorpell of which reference ideas of the
domesticuncanny Thisthemeis explored further irChapter Three: Women who éaseem
to get out of the hou&eDomesticity, Abjetion and the UncannyThe idea of agendered
space in Irish art iswestigated by Jane Humphrieso has written several excellent articles
about artist Alice Maher and her visions of a disrupted domesticity includiihg
Emergence Of A DomestidvantGarde In Contemporary lIrish Art: The Paradoxical
House/Homé(2008) andRe(writing) the domestic into the everyd42010). In fact, it was
Humphries who first signalled the significance of the domesticasv@arena of interesting

experimentatio in Irish contemporary art practice:

By establishing a domestic aesthetic, artists sought to highlight and explore the multiple
signifiers entrenched in domestic space and iconography, by subverting traditionally held
assumptions of the role of women wiiththe home and thereby, it is argued, established a
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challenging, innovative art discourse. It is proffered that this phenomenon materialised in
Irish art from the late 1980s onwards, partly as a reaction to these changes and as a reaction to
womerés tradtional association to the home, which was particularly contradictory and
contentious in the Republic of Ireland. The paper suggedtsrato the domestéfor Irish

artists in some instances gtated their British contemporarig¢siumphries 20083)

Humphries explores this statement in her article throarghnalysis of Mahés work read
with reference tBachelards ideas of home, with sonaglditionalexamination of the work

of Irish artist Maud Cdéer andof English artist Rachel Whiterea#élgrestetal (1996) in The

Sex of Architecturargues thathe grand narratives of modernism have ignored domestic
space, due to its association with female spahes ideais explored more fully irChapter
Three However, this thesis takes this idefalrish gendeed domestic spacandextendshe
survey of itto includethe contributions ofmaleartists to this discussioihe dissertation also
uses this starting point to examine timterpretatiorof home in Irishculture as a reinvention

of the home as a Gothspace within Irish contemporary art. The intensity of focus on dark
images of home itontemporary art practice sin@890 is the result of a complex national
mix of folklore, history, female oppression, housing excesses and, @skthe memory of
trauma; a mixture of conditions specific to Irish culture in that they arise from a particular set

of local, regional and national circumstances.

However, some of the most interesting writing on the Irish contemporary home has
come fromsources not traditionally utilised in art writing such as sociology and journalism.
There has been some stimulating writing about the fraught nature of the home in
contemporary Ireland by sociologists and geographers from the National Institute for Spatial
Analysis such as Cian @allaghan, Rob Kitchin, Justin Gleeson and Karen Keaveny.
OdCallaghais 2013 essayshost Estates: Urban Geography after NANBAof especial
interest. Due to the topicalature of the ghost estates, timkenomenon has also been
doamented by journalists such as Conor Pope and Edel Kennedy, while FotamieOhas

made explicit link between contemporary manifestations of the home and the Gothic
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tradition ( OO0 T o o | .en ChdpterlBour: [Re] animating the Ghost Estgtdsdraw
togeher these disparate texts to provide a reading of contemporary art work that reflects on
the nature of the ghost estates and on thatribution to ideas of the Irish Gothmome.

This thesis sets out to draw together artists who have not previbesly considered in
conjunction with each othelt examines their workinder certainthemesn the course of the
thesis chapters; themes that reflect different manifestations of the Gothic home in their work
and that reflect the prevalence of folklore, i@ty ruins, haunting, memory, trauma and
shadows of the Irish cultural, economic and historical past. This has been a lengthy and
complex process. To complicate matters, few Irish artists who produce these Gothic images
of home have written about their vk with the exception of Aideen Barry; most of their
insights recorded here stem from interviews carried out across the last-fiventgars. his

thesis also contains reflections orpmject with art collective Gothicisen Chapter Five:
Homework: Remmbering Wildgoose Lodpthis seekso open up, interrogate and reflect on

the process of making Gothart about home. This procesdliscussed in the next section of

thelntroduction

Foundations: Prior research conducted on the Irish Gothic Home

This thesis is the culmination of investigations conducted since 2ti0%he idea of Irish
domestic space as intrinsically GotlggeeConference PaperandPracticeLed Researcin
thefront mattej. For the purpose of this thesis, Gothic is defined here as an accepted area of
academic study that is interdisciplinary, transcultural and transnational in nature, spanning
the study of literature, film, TV, cultural and subcultural studéew performingand visual
arts.Although there are common tropes, subjeatsl features of the Gothic across the world,

it also has distinct cultural and national representations, depending on the region of the world
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from which it emergesMapping the Gothic as globalational and local is useful in terms of
charting how the genre defines itself in different locations; as a reflector of general Gothic
themes but also as mapping its interaction with regional interestd; dtories and sites,
folklore and dialects. Thalea of a cultural mapping of the Gothic is also useful not only in
identifying regional characteristics of the Gothic, but in creating a system of wayfinding or
interpretation that allows a richer reading of the cultural products produced in this cantext,
kind of cultural geography of otherness. Using these considerations to examine and map lIrish
fine art, the place or concept that kept recurring wasGhthic home, the most potent
intersection of memory, site, story, folktales, superstitions and tralimsresearch journey

is mapped throughe dedils of my papers, publicatiormdinvited lecturesoutlinedin the

front matterof the thesis. Howevernn a thesis analysing creative practice it was also
appropriate to reflect on my owalevantcreative practice, therefotbkis sectioralsooutlines

the particular practicked research conducted into thpsoject through working win thefine

art collectiveGothicisé. | set up this Limerickbased collaborative in 201@nd act as its
principal drectorr The name 6 Gothicised obviously deriwv
wor ds, the idea of &édmaking Gothicé6, whi ch ¢
light of Gothic themes, but also the idea of making prejétat are in themselve@ic. To

date it has carried out four complete specific, interactive projectgyliostwalk/ghosttalk
(2010), The Double Life of Catherine Streg011) (Fig. 2), A Haunting(2011) (Fig. 3),

Waking St. Munchirf2014) (Fig. 4)). Theseare projecs that play with ideas of doubles,
resurrected rituals, unreliable narrators and folk Gothic narratvest h i fifth grge@ts
Remembering Wildgoose Lodgerted in 202, and will continue into 2016while a sixth

Gothicise project@eath Café Limerickwill commence in November 2015.

1 Gothicise website available to view atvww.gothicise.weebly.com
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Figs. 24 Gothicise (from left to right): The Double Life of Catherine Streg2011); A Haunting

(2011) Waking St. Munchin(2014) Performance pieces.
Gothicise has a floating membership, depending on the natut® pybject. Theseprojects
have always been concerned with memory, the interplay between past and present using
methods of social engagement to create interactive, participative experiences. As a collective
we work with sites and stories, investigate hihey intertwine, andcgexaminewhat arises
from these intersection€hapter Fiveof this thesisfocuseson a detailed analysis of the
fieldwork of Gothicise in relation tone of these project®emembering Wildgoose Lodge
and onwhat this projecttells us about the Irish home in terms of memory, uncanny
recurrence and historical traunfdnis projectconsiders dissident stories relating to the ruined
and traumatised home of Wildgoose Lodgeisla memory projectwhich focuseson the
counternarrativesthat emanate from both real historical incident of 181@&nd from a
Gothic story by William Carletorgntitled @Confessions of a Reformed Ribbonrd§h830),
and its later vaant, dVildgoose Lodgé (1833). The echoes dhis twohundredyear old
incident still resonate as secret family storiesld in local and community memory. This
project, whichuses autoethnographitethods of collectinghese familystories considers the
role of memorywork in reconstituting andevoicing the silencedistory of thelocal
community. Key to this project has been the recording and preservation of family versions of

the story of Wildgoose Lodge.

Running parallel to this fine art researchmyg creative writingpractice which

focusesn the dissonant realities of doriespaceSince 2013l have publishe@leven
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short stories on the theme of the uncanny Irish hamgon its position as a liminal space
thatreflects both past and preseafpermeable space that issopo manifestations,
hauntingsand echoes of the folkloric pa3tese storieform a singleauthor shorstory
collection The UnheimliciManoeuvrecurrently with editors in Boo Books Pre3fiese
stories, many of which developed as paraltejgrts to the thesis, includeooking for
Wildgoose Lodgé(2013) in thdmpossible Spacemnthology (ed. Hannah Kate, Hic
Dragones Pressyhich is quoted irChapter Fiveas part of my autoethnographic research

and which appears iippendix A

So what conclusions hawhis interdisciplinary research on the Gothic nature of
domestic space led me t@he very duration of my researthrough various modes from
theoretical writing to creative practitesborneout my initial instinct that this subject bears
repeated andnergetic investigation through interdisciplinary methods. Research for all of
these papers, chapters, invited lectures, fine art projects and short stories has continued to
deepen my conviction that Irish domestic space can be constituted as GothiSspachrst
embarking on this study in 2007, Ireland has experienced the economic crash of 2008, which
has further complicated and exacerbated the nature of the Irish relationship with home. This
complex and fraught relationship has given rise to a latgeber of interesting fine art
projects which explore the anxieties and traumas associated with these strange spaces.
Although there is a significant amount of work produced in contemporary lIrish art that
reflects on the othered nature of the Irish hotmie,work has not been actively categorised or
discussed as Gothic. The subject of this thesis therefore aims to build on a keen and
continuing interest in the Irish Gothic home and on a conviction that a substantial work on
this subject is both timely amélevant. It seeks to address the gaps in research into the Irish
Gothic home, both critical and practita, and to offer an expanded definition of the Gothic

within Irish culture.It also sets out to explain the nature of the Irish home as a recurrent
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presence in fine art practice, so often represented as an uncanny, traumatic space redolent of
memory anf questions of identity. The thesis specifically examines the current resurrection

of the Gothichome, which has resurfaced in contemporary art pejotirallel to asharp rise

in national anxiety to do with ideas of home and commumity echoes some common
concerns and tropes in contemporary international Gothic art. Before it does so, to provide a
suitable context, it is necessary to map the natfreontemporaryGothic artat an

international level

Contemporary Gothic Art: A International Overview

Over the last twentfive years, Gothic as a trope iwnsual art practice has been
reenergised within an international context with a proliferation of work dealing with innately
Gothic themes of abjection, loss, trauma, alienation, traces and ruins. Fine art, lolefesesd
art produced for aesthetic rather than functional purposes,flexiale, responsiveand
interdisciplinary practiceContemporary Gothic asprings from its own aesthetic tradition of
the Gothic, but also responds &md complementsther, paralletisciplines of literature and
film. Fine art also challenges contpanary societal values and mores using visual, aural and
textual modes. It offers a new and interesting platform for viewing the Gatkecfilm, fine
art practicejncorporatinglensbased mediand documentary modes of workjngffers an
extended aes#tic dimension, a different language and vocabulary of expression, and a new
way to explore Gothic themes and tropes. Exciting and provocative work by artists such as
Gregor Schneider, Louise Bourgeois and Tacita Dean have transformed the visual landscape
and language of the Gothic and translated it into a contemporary setting. Books such as
Catherine Spoonegs (200§ Contemporary Gothic Gilda William® (2007) The Gothic:

Documents of Contemporary Aahd Francescdavinds (2008)Hellbound: New Gothic Art
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have all explored the emerging themes of this art and probed the reasons for this eruption of
Gothic tropes in contemporary fine art practice. In these books, Spooner and Williams
examine this contemporamgvival in terms of modern anxieties; Williams st as key to
contemporary Gothic the experience of livingtie shadow of the millennium and through

the seismic aftermath of 9/11. David Punter has contendedstbihic is connected wittthe

turn of centuries, as though the very attempt to turn ovezvaleaf unavoidably involves
conjuring the shadow of the pagPunter 1999: 2). Gavin, though arguing against theldn
millennium theory (Spooner 2006: 21Iso moots the theory of new Gothic art being a
response to what Michael Moore describegf@the culture of fedr(Moore cited in Gavin
2008: 6); contemporarysocietys uneasy relationship with terrorismaquophiles, serial
killers, war and environmental disasteEpooner maintains that contemporary anxieties
inform the Gothic rather thaactivatingit: dGothic provides a set of language and a set of
discourses with which we camlk about fear and anxietyather than being reducibke
whatever fear happens to be promoted by the media at any givén$ipemner 2006: 30).

This thesisalso agrees with the idea of the Gothic as an evolving courgeative as
identified by Botting (1996: -R) that continues to address these ideadeafr and anxiety
However it also analyses contemporary anxietiegiggers that unleash buried traumas

home within the Irish psyche; historical associations of home with danger, warfare,

colonialism and eviction.

The international contemporary Gothic resurgence in fine art practice has been
characterised by several key exhibitions. In the course othbgs | will refer to mainly
Irish showsin order to illustrate and explairhow artists have addressettional and
individual themes of the Gothic homg&xhibitions have always acted as a snapshot of
movements and trends in fine art, a drawing togettieghematic strands among artisks.

1997 there were two such significant shows of Gothic art. The #&8fibition Gothic:
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Transmutations of Horror in Late Twentieth Century &rthe Ingtute of Contemporary Art
Bostonfeatured work by the Chapman Bmners, Gregory Crewdson, Cindy Sherman, Mike
Kelley, Robert Gober and Douglas Gord@fg. 5. The accompanying catalogue also
boasted a collection of contextual essays by Gothic scholar Anne Williams and Gothic
novelists Joyce Carol Oates and Patrick MaGr that ranged in subject matter
acroséterature, art, cinema and music that referred to previous incarnations of the, Gothic
linking these to contemporary fine art practice. The introductory essay to the 18@gua

by Christoph GrunenbergtJnsolvedMysteries: Gothic Tales from Frankenstein to the Hair
Eating Dolbexplicitly linked the show to both the approaching millennium and a notion of a
global Gothic resurrection. As Grunenberg putd®othic presents contemporary art that
displays a strongrp-millennial fascination with the dark and uncanny side of the human
psyche and attempts to relocate it within the context of a revival of Gothic sensibility in many
cultures todag (1997: 217). In the same yeaBensation: Young British Artists from the
Saatchi Collectioropened in London to massive acclaim, launchingyriteng British Artists
(YBA) on the international scenas well as featuring profoundly Gothic work by Damien
Hirst, Mark Quinn, Ron Mueck, Mat Collishaw and Rachel Whiter@ad. 6). Brash,
confrontational and spectacular, the show grabbed headlines and challenged viewers with its
spectacle of abjection, dissections and bizarre intersections. Preoccupations with millennial
angst, global dangers and bodily vulnerability provide the gofde the content of these two
exhibitions. BothGothic: Transmutations of Horror in Late Twentieth Century Amd
Sensation: Young British Artists from the Saatchi Colleci@nredolent with icons of body
horror, abjection and strange spaces thatreemt anxieties that probe core societal values,
notions of cultural identity and global stabiliffo quote McGratton this topic M]any of

the dominant themes and motifs of the Gothienasks, monsters, grotesques, doubles,

ghosts, madness, intoxicaticdream$ speak to this instability of identi®(1997: 156).
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Figs. 56 From left to right; Gothic: Transmutations of Horor in Late Twentieth Century Artthe
1997 exhibition at the Insttute of Contemporary Art Boston, Sensation: Young British
Artists from the Saatchi Collectionthe 1997 exhbition at the Royal Academy of Arts,
London. Catalogue covers.

The Gothic Nature of Contemporary Irish Art

McGrathis term,dnstability of identity§ is especially relevant to an examination of
visions of the Gothic home that emanate from Igshtemporary fine art practicart that
was producedduring atime of anxiety, flux and transformation in Irish society. Unlike the
international wave of worklealing with the vulnerability of bodily integrity and dissolution
and instability on a global scale, Irish Gotlaid is different;it focuseson a crisisthat is
triggered by events both contemporary and historical. This is a crisis dadledf a seng
of confusionas towhat constitutes homeithin a series of Irish national, cultural, socaeld
familial contexts. The contemporary Irish home is filled with memopessonal and familial
as well as historicaland ts most recent memories are colalf®y current anxieties about

well-being as individuals, communitieandasa nation.
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The most resonant images dlysfunctional domesticity in Ireland are tleenpty
homes that stand on the ghost estates arthumdountry These empty homemnalysed in
Chapter Four: [Re] Animating the Ghost Estategmbolise the Iristhome as a site of
contemporary crisis. They also highlight the problematic relationship between the individual
home and the statthrough their contested ownershiA disturbing number of wdern
evictions recently carried out evoke the revenant shadow of the Great Famine and the
dispcssession of the native Irish; a topiore fully discussed i€hapter Two: North and
South: [Post] Colonial Notions of Hom€ontemporary upheavals are coloulsdancient
memories of traumand bya set of national wounds that refuse to h&hk Irish home has
long been anUnheimlich or uncanny one, shadowed by the darkness of colonial
appropriation. Traditionally the Irish home is a transgressed and invadeddestabilised by
the Penal Laws of 1691 and their enforcement of a history of short leases and impermanent
tenancy by the native Catholic Irishhe idea of the home and of home ownership has been,
and continues to be, of huge emotional import to Ipslple.The dark domesticity that
pervades current portrayals of the Irish home is a legacy of home as transgres&ednsite.
earliest times, houses were seen as linked with-fareyand the dead (riAprts) and with
rites and rituals to keep dangeranfuences outWith the beginning of the occupation of
Ireland in the medieval period, the colonial house took the form of a castieatee the
towerhouse, both fors that wereevived on a grand scale dugithe later Gothidevival
period;forms that also spelled out the hostile relationship between conqueror and conquered.
The Irish house dldsresonances of colonialism (The Big House and its relationship with the
territory), trauma (Famine Villages, sites of evictions, houses burned down)iamatian
(asylums, anonymouand deserted estajesVhat happens when a home fails? Over the
course of the next five chaptetexplore homes in fine art and in contemporary culture that

have fallen into ruin, become dysfunctional, disinéégdand in some casesyhich have
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almost completely disappeared. | look at the dark legacies of folklore and superstition that
still pervade domestic spaces explored by artists such as Michael Fardia¢ homeitself

as a challenging and even dangerous spactcydarly for women, as represented by artists
Patrick Jolley,Aideen Barry and Dorothy Cross. | examine the traces and memories these
homes leave on a traumatised landscape, in both physical and paranormal terms. | locate the
modern phenomenon of the ghestates explored by Elaine Reynolds and Anthony Haughey
within contemporary culture but also within the tradition of the ruined home in Irish history

as examined by Martina Cleary and David Creedon. In short, this thesis views the Gothic
home as a revena space within Irish culture, a space of inevitable retarrplace of

memories, traumas armistorical difficulty.

Home in the work of these artistgan therefore be seen as a recurrent symbol,
setting, siteand metaphor in Irish contemporary artgiige. Home generally represents what
Bachelard termdgfelicitous spacdasof domesticity, intimacy, family lifeand ownership
(Bachelard 1958: xxxv)However, in Ireland there is a recurrent version of the home as
problematic and contested, a version the been valorised in contemporary representations.
In this art, home is a place of potential and metaphorical imprisonment, of permeability, of
violence.lt is both a place to be defended, and a place to attack from withsa locus of
Gothic activty, of real and invented histories, of memory and of repres#iiaa.a place
where anything can, and does happen. In contemporary Irish art, these homappdteas
Gothic sites of anxietyThey are often presented as problematic and conte$tesr
boundaries are transgressed by economic, political and cultural féregs.ownership can
be in doubt.The safe space of the home becomes a surreal space of uncanny return.
Subversive household rituals hith these homeare enacted like commemorativies. From
early legends to contemporary-ireaginings, home is an ambivalent space, evoking both

terror and creativityAs Aideen Barry puts it imn interview with Bean Gilsdorfl think one
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of the things that enables me to make work, is that | am ragveaise, | never feel | am at
home and | am rarely comfortable where | am. This causes me to constantly question why

that is, why do | not belong and how can | address these faglBigsdorf 2011: 1).

Homeland: A Gothic History

The cataclysmic effecdf the contemporaryhousing crisis in Ireland has been exteelsiv
described by many political amtonomic commentators; however, to comprehendlyt, is
necessary to first understand the complex and problematic relationship that exists between
Irish people and landAs a posicolonial country, with ancestors who were debarred from
owning landduring the eighteenth and nineteenth centwrreger Penal Laws and other acts

of dispossession, Ireland has a positive mania for home ownership, a kamtl btinger(a

deep desire for home ownershijpat runs through its core. Within the cultural history of
Ireland this relationship with the concept and actuality of home is even more intense,
precious and problemati€olonial hstory is written by victors ah seeking to reconstruct
Irish history isdifficult as in many official records and representationgithévedlrish have

been otheredespiterepresenting the majority of the population. A postcolonial recognition
of what is marginalised or dispossessied at the central core of Irish cultui@listoryd as
Joyce aptly put iéis a nightmare from which | am trying to awék&961: 34). Contemporary
Ireland is still haunted by a history of oppression, colonization, plantations, battles and
rebellionsas outlined inChapter Two Similarly, Ireland is also haunted by its geography,
given both itsliminal position on the edge of Europe and d#/n internal political
geographie®f division, from a nation of medieval kingdoms through to twmtemporary
pdlitical divisions between the North and South of Irelaimigh Gothic is preoccupied with

mapping and attempting to draw borders; it is intensely geographical, although the landscapes
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it mapsare oftenterra incognitg shaped by narratives rather than eitetl by geographers.

In this history of literature and art, Ireland perpetually appears and reappears as an in
between, Iminal space. This tradition wastablishedy the initial supernatural accourf

Ireland in CambrensisTopographia Hibernia(1185) which famously depistireland as a
strange island. Geographic and historic alterity are key to an understanding of Irish Gothic.
As Wilde famously once said am not English, @n Irish i which is quite another thirdg
(Wilde 1892 947). Irish artists ta& this alterity, or cultural otherness, as a starting point and
connect this tradition to the anxieties and tensions of home to produce unforgettable work
that ranges from contemporary ruins to fdoyts to traumatic scenes of confinement,

conflagrationand danger.

In Ireland, the influencef the Gothic as a cultural modies been an enduring one.
The Gothic significance of the failed, ruineor dispossessed home is a common trope
throughout the history of Irish Gothi&cenes of evictions are found Eagewortlds Castle
Rackrent(1800) and landscapes of ruined villages in the wake of the Great Famine are found
in both Carmilla (Le Fanu 1872) andihe Hunger(Mildred Darby 1910)Links between the
Big Houses in Irelnd and colonial anxieties amadeexgicit in texts such as Maturis
d_eixlip Castlé (1825) and Le Farfa Passage in the Secret History of an Irish Coubtess
(1839). The association between home, nativeestand supernatural revenge flourishes in
tales by Hodgson such dhe Whistling Rom (1910) andThe House on the Borderland
(1908). In Irish art, runninggrallel tothese depictionsf home nineteentkcenturypaintings
such asAn Ejected Familyby Erskine Nicol (1863) anén Emigrant Ship, Dublin Bay,
Sunseby Edwin Hayes (1853) offer a melancholy vision of the reality of homelessness in the
wake of national disaster, albeit softened by a Victorian sentimentality. Duririgyghéeth
century, the home remains a common subject in fine art. The domestig settieated as a

conventional subject by impressionist William Osborne bgdclassical painter William
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Orpen. Howeverthe familiar forms of home soon become a canvas for experimentation in
the increasingly abstract work biiorah McGuiness an@illiam Scott. This investigation of
form is offset by the misty romanticism of the D86vork of Terence P. Flanagan and
Patrick Collins, and their gentle expressionistic use of paint to signal nostalgia for an older,
more mystical Ireland. It is only later, inegli90s that home becomessed as a symbol for
conflict. Thisstruggle for national and individual identity characterises the work of political
artists such as Michael Farrell, Patrick Ireland and Robert Balltghe same timef-rancis
Bacon producesosne of the most compelling Gothic homes in Iritstentieth century,
twisted and dark interiors in which boneless, paletggonists, from popes to rembys,
twist, writheand utter airless screanideanwhilewriters such as Kavanagh and McGahern
alsoprodue dark, brooding reflections on hontéat areinfused with a grim and unyielding
Catholicism. Kavanadgs epic poenThe Great Hungebffers a counterbalance to romantic
pastoral visions, with its stark, unflinching yet beautiful descriptions didhanguish at the

heart of rural bachelorhood, the devastating loneliness at the heart of the rustic home.

However, fine art visions of the domestic that emerge-p@30 are filled with a new
sense of directiorAlthough frequently referencing the trautiezhistory of Irish homeshey
tendto shy away from religious reference, opting éomoresecular, humanist perspective.
Post 1990, this Gothic art of the homesmds to rejecthe use of conventional media such as
painting, instead utilising the verisilitude of photography, leAbased media and combined
media to signal a new frankness, urgency and directness in the diverse discourse of home in
contemporary practicélomes are represented as liminal spaces in the work of Aideen Barry
and Dorothy Crossas indeterminate spageshich are pervaded by surreal images and
subverted rolesas discussed irfChapter Three Home is presented as a transient and
temporary space by artists such as Yvonne Cullivan whose feotkseson traces and

memories of&damblingd houses, previously the centre of Irish rural communities. Homes
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appear as haunted watersheds of history and parananxigtiesin the work of Martina
Cleary as examined irChapter Two Paradoxically, the return of this trope of the Gothic
home also spéa to anationaldesire to find coherence and unity in Irelénéragmented
history and psyche. As Steve Bruhm explains, the Gothic also acts to unify narratives and

experiences:

We crave ifithe Gothic]because we need it. We need it because the twenéathry has so

forcefully taken away from us that which we thought constituted ascoherent psyche, a

social order to which we can pledge allegiance in good faith, a sense of justice in the universe

i and that wrenching withdrawal, that traumatic eigrere, is vividly dramatized in the
GothicéWe do not t el | one story, we tell ma n
those familiar, comforting, ydtarrowing Gothic conventionéBruhm 2002: 273)

This desire to knit past and present togethatdgs present in the popular formtbe
memory projectIn Ireland thesememory projectsare most often related to orhistory,
many examples ofvhich arefound as part of the Oral History Netwdtkincreasingly, fine
artists are turning to memopyojecst as amedium for sociallyengaged projects that focus on
the process of communal remembrance and meanalgng. Art projects such as Smashing
TimesH The Memory Projeatiraw on stories and memories of home, family and community
as a basis for penfmance.ln Chapter Five the Gothicise projedRemembering Wilgbose
Lodgeis examinedas emblematic of thedgpe of projects.Home is, thereforenot only a
subject for representatiobut alsoan area for investigation through collaborative projects,
and even as a site for creating and displaying artwork. Curated prsjetdisas Aideen
Barryés Subversion and the Domesstows in2007 as part oHouse ProjectsMichael
Fortunds ethnographic wrks; Our House Projecf2006, Grannyds (2005 andThe Kitchen
Sessiong20082009, Stephen Brandes and Bridgid Hé&st8uperbia(2003) as part of the
Breaking Groundproject in Ballymun(Fig. 7) and Deirdre Morrisség exhibition on

domestic surveillanckivinbIn A Box (2007 (Fig. 8 have all sited specific shows in homes

2 Projects available to view ahttp://www.oralhistorynetworkireland.ie/projects/
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(often in the homes of the artists or curathrsThis causeshome to gain an expanded
definition or functionas gallery. Home therefore becomes qast the subjecbut alsothe
locus of art; with the advent sbcially-engagedrt, it becomes a logical site of art practice

itself in thetwenty-first century.

Figs 7-8 From left to right; Stephen Brandt, Brighid Harte (2002 Superbig Deirdre Morrissey
(2007)LivindIn A Box. Both installations.

Home: A Brief Overview

From the caves onwards, homes are wheae hasought sheltetdowever, home is much
more than a physical spadéomes are primal siteshe earliest signifiers and sites of lived
experienceHome,therefore can be read as bothform and as a psychological response to
that form. We record withinhomesour feelings about the world outsidBachelard has
observed the closparallels betwee man and homeiXOn whatever theoretical horizons we

examine it; the housienage would appear to have become the topography of our intimate

beingd (1958: 10). The idea of home therefore presents a complex and intimate topic for

spatial analysis by artistayriters, geographers, historians, folklorists and philosopkknse

has been central to studies in perception, memory, trauma theory, architecture, space, place,

phenomenologyand topeanalysis. It forms the locus of narratives and serves as character,

26



Introduction

setting and metaphor for tatelling. In this section the physical nature of the home
examined, and how this environmeaffects the idividual; also considered are the

psychological, emotional and normative states that we associate with home.

Homedis a termmost commonly used to denote a physical dwelling pladeome is
structured to keep those withihsafe, and to protect them from the elements withAut.
home acts as a visual signifier of ownership, roots, family, security, whether hibissa, a
hut, a trailey or a tent.Its significance in lived practice is evidenced in the amount of
proverbs that focus on the benign nature of thesk, from the English saying&iome is
where the heart isHome is where the hearthGisHome Sweet Emej érherés no place
like homey East, west, honte besbanddConsider yourself at horaeThere is also an Irish
equivalent:aNil aon tintean mar do thintean féTherdgs no hearth like your own hearth).
Homes are also significant in their abseri®eing apart from the home can catlitgmweh
literally, homesicknessThe writings of Freud and Jung illustrate how the homes of
childhood endlessly rpresent themselves as dream scenaBashelard, whose image of
home is always a comforting one, tes of this inevitable returr®A nesthouse is never
young...we might say that it is the natural habitat of the function of inhabiRargnot only
do we come back to it but we dream of coming back to it, theamaiyd comes back to its
nes6(1958: 99) Indeed writers from Jung to Bachelatd Perec view the physical home as a
metaphorical extension of self, equating different aspects of the house/home with different
emotional states and states of mifithe physical nature of this relationshipth home is
intensejnhabitants carry with theimages of rooms, furniturandgardens that bring a sense

of comfort.

Home, as a term carries with it a wide variety of meanings. It can be a dwelling place.
It can be a permanent or temporary space. It can Ipage constructed, or reconstied

through memory. It can consist open and liminal spaces. It can be a ruin or a vbican
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be a traumatic space that is represgedan be a theatre of stories emanating from the
heart(h) of the homdt can be a wrshed of history and culture. Home can be used to
describe a primary site of identity formatiohlome can indicate a family home, an
orphanageor other communal dwelling placé. can be used in the context of a native
geographical environment to signdéycommunity, a parish, a courdpda nation.t can also
indicate a place, a sjt®r a situation where one feel@t homé& However, in all of its
contexts,thomedis a concepthat is central to hoyweople define theselves; be itinked to
individual identity, family identity, cultural identityor naional identity. For Heidegger
(1956) the dwelling place is a significant component of human identity, a kind of internal
compas. Relph (1976), writing on Heidegger, remar&/e can change places, move, but
this is still to look for a place, for this we need as a base to set down Being and to realise our
possibilitiesT a here from which the world discloses itself, taere to which we can go
(1976: 39).Home therefore can also be a portable concept; it may signify a variety of
different localesDylan Trigg supports this viewdT]he twofold motion between place and
body thematizes the centrality of place in our reflectwaception of self. We carry places
with usH (2012: 84). Collis (2009) also agrees with this idea of the home as an unfixed

space:

[A]s a site of exploration of self, and of the relationship between self and other, the house
cannot be perceived as a fixgphceLike the poem itself, the house in its accretions of layers

of meaning, in its ghosts of previous inhabitants and remembered experiences, facilitates the
inter-relationship of past and preseftt.foregrounds issues of enclosure and freedom and
raises questions concerning kinship and sexual relationghipthermore it opens debates on
identity and belonging that are central to any consideration of the dynamic between individual
and national identity,dith culturally and politically(Collins 2009:142)

Home, therefore, imore than a physical placi;is also amental statelt constitutes
what we perceive as normative. It endows us with values against which we test and judge the
wider world. The home forms our first experience of boundaoka perimeter that creates

within it a space of safety. However, this space also encompasses forbidden zones, and acts
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as a sepiece for primal scenes; scenes of terror as well as corftittiin this spacewe

first experence comfort and domesticitygut alsoour earlest experiences of discomfort
negative feelings, anger, discotdomeis the first place where we start taadr boundaries
and map spacdsetweenit and the outside world (the maeversion oféwhat is mine and
what is not mind and witin the hane itself (the micreversion oféwvhat is minéandavhat

is not mind. While the hane perimeter is fixed, with permeability controlled through exits
and entrances, the spaces withiare more difficult to defin@ithin it, lines nterweave ath
spaces overflowpast and present intermingle, rooms dissolve into memuams, inhabited

by items that trigger recollectiontheatres that endlessly-emactscenes from an earlier life.
Freuds reading of home as place of primal experiencéhi@a Uncanny1919) suggests that
this site features not gnour first experience of thideimlich, but alsoour first experience of
the Unheimlich We encounter within it ideas of secrecy, concealment and private spaces, as
well as notions of recurrence duasdéja vy and uncanny experiences such as strange

dreams and fairyales.

The return to home is a concept central to memory. Memories permeate the very
structure of our homesVithin our lives and our communities, the home functions as a
memory imageor memory palace, a trigger for collective social memory, for associated
images andfor communalnarratives for all those who have shared the spa®g sees the
home as structure that makes sense of actions and mendariestding is a kind of memory
[...] that provides a lasting framework for @aewnactions and for those of othéf&ang,

1985). Bachelard inThe Poetics of Spaqd958) introduced the idea of phenomenological
readings of space and architecture, a nati@icelebrated not only ifiterature but alsoin
architectural theoryln architectural terms, phenomenology is based on the experience of
building materials and forms, their sensory propertiaed the notion that architecture and the

objects it contains can be emotional, evocative and imaginative. Juhani PaliaEheakyes
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of the Skin(2005) and Peter ZumthisrThinking Architecturg1998) both relate the idea of
experience and sensory memaoythe creation of architectural spachkemories of home
are famously celebrated in literature kharcel Proust and by Walter Benjamin, memories
that correspond to Bachel@sdnotion of the comfortingnest housg that provide sensory
information, desdptive images and a warm, comforting narrative of early experience

(Bachelard 1958: 99)

Contemporarynternationakrtistsdeal with this convoluted topic of hom&rtists use
homeas a potent memotiynage, as a repository for uncanny experience and eunent
space of trauma. Louise BourgediSells (1989 - 1993) replag her childhood anxieties
endlessly in claustrophobic spaces. This autobiographic use of spde@eishoed inGregor
Schneideis labyrinthine constructions of housé#sat arefilled with unexpected walls,
obstacles and strange spadgsurgeoisand Schneidés attempts to reconstruct childhood
homes and situatiarthrough their work lead to the creation of uncanny zones, shadowed by
dark childhood memories. Likewise, Whiteréadisins of home represented in works such
as House (1993) andGhost (1990) with their dense, filled moulds of poured concrete,
represent the physical infill of memories in domestic space, while simultaneously denying the
spectator access to this spakk three artists subvert Bacheld@sdsunny reading of the home
as a safe space, a place of dreaming (Bachelard; 83h8The homes they represent are
darker, more complex sites of memory and experience. Recent works by Portuguese artist
Nuno Cera offer a systemview of the destruction of modernist apartment blocks and the
haunting of these blocks by sinister whiad figures. Ina post 911 culture it is hard to
resist a contemporary cultural readingVdhiteread and Cefa spaces as symptomatic of the
disintegration of home and the familiar in modern society, where the integrity of the home
has been bexhed, and life within it atonesl by conflict, alienation and the replacement of

physical artefact by the virtual consttutn his Twilight series (1998002), photographer
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GregoryCrewdson evokes his own uncanny past through the liminal world of photography.
Spooner (2006) cites an essay by Rick Moody that links these images to a Freudian reading
of Crewsdois childhood:Moody uses this incident to suggest Crewdsadnterest in the
Freudian uncanny, iGsomething which ought to have remained hidden but has come f light
(Spooner 2006: 49} owever, all of these artists share a fascination with the uncanny, a
sense of thénaunting quality of memory. When we investigate the work of parallel artists
within an Irish setting, we see that the richness of context leads to the accelerated production
of representations of the contemporary home. This context, this volatile cafktaikural,

social, historical and economic factors creates a heady set of representations of the Irish home

that range from the surreal to the contested, from the angry to the elegiac.

Thereds No Place Like Home

A contributory cause to this twenfiyst century crisis of identity in Ireland in relation to
homeis the shifting sands of cultural identity during the rise of a homogenous culture of
prosperity in the Celtic Tiger era 80007 2008. It is important toecognise the seismic shift

that occurred in Ireland during this timperiod. Ireland, hitherto a small, fiscaiypor
country became the home of multinational companies, whose investments brought a
seemingly endless stream of finance into the countrytheofirst time in its history, Ireland

was rich, and its people responded accordingly. Ireland was seized with a mania for home
improvement on a national scale. City infrastructure was reorganised, huge estates were built,
and motorways began to cresoss the countryln the midst of this prosperity, fine artists

such as Sean Lynch began to examine the dark underside of this improvement by exposing
what was being lostonsequentlyCentral toL y n cnletidrsof homeand natioris a sense of

cultural geogaphy, a sense of plackis A preliminary sketch for the reappearance of Hy
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Brazil (2007) is an artist book which describes his attempts to reconstruct the whereabouts of
the island of HyBrasil through historical records and the a@sigthotographyFigs. 910). Its
geography is spectral, shiftinglespite the substance of location, the site is often
unsubstantialLike much of Lynch& work, this is sitespecific but the location of the site
referred to is uncertain. The misty photography lendsldbation ofthe shoot an air of
unreality; the project is haunted Hye oncelocation of this island. file whole project has an

air of gentle melancholy about it.afher than a search for a physical ohjécbecomes a
search for a place in tim&his Gsite nostalgi@or desire for a departed place leads Lynch to

an attempted reconstruction through fgigmaphy of this phantom islandike Punteés

definition of the Gothic he seeki attempt new constructs of the landscape around us, to

map its geographgeand to interpret the symbolism of its remaifinter 1999, 2).

Figs. 9-10 Sean Lynch(2007)A preliminary sketch for the reappearance of HBrazil. Artist book.

This sense of a disintegrating or disappearing culture is also echoed in Yvonne
Cullivand Meanwhile (2011) a gentle, melancholy look atfragmented rural society in
Westmeath. Cullivanuses texts taken from conversations with locals together with
photographs of abandoné@mbling housesto create a narrative of the decay of these local
centres where people would traditionally gather, tell stories and sodfigse 1112). Her
poignant collection of quotes and photographs of abandoned or disused spaces forms a

powerful narrative of las However, asChapter Oneexplores, despite the impact of
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globalisation, and the consequent erosion of a distinct ideatity,a sense afommunity,
home is still strongly shaped by history, folklore and traditibms sense of the ruin as a
recurring notif in Irish culture ismore fully explored inChapter Two with discussions of
work by contemporary Irish artisBavid CreedonMartina Cleary andMichelle Horrigan.
This anxiety latent in national identity, home and cultureas further exacerbated lblge

spiral of crisis that followed the global financial crash of 2008.

Figs. 1£12 Yvonne Cullivan (2008)Meanwhile Artist book.

Revenant Spaces and the Contemporary Ruin

The most outstanding legacy of the financial craghich began in2008, was the
direct and immediate impact on the housing market, resulting in over 300,000 houses lying
idle across the country. The saga of these ghost esfate$and is itself a Gothic drama of
wealth, greednd ruinationis a theme explored imore detdiin Chapter Four These empty
houses serve as the supreme example of not only the ruined hanadsothe failed home.
Repeatedly over the lastsevenyears, since this economic collapse, artists have been
inexorably drawn to these ghost estates. Widimd without thes&othic spaces, artists enact
a variety of commemorative ceremonies, bodily rites and other forms of animation to bring us
back to confront these spaces of uncanny return. Dillon i201i4& essay on ruirnsffers an
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explanation of why aidts feel drawn to these spaces,ashepulsit he ruin i s a
melancholy or mourning, but of radical potentiaits fragmentary, unfinished nature is an
invitation to fulfil the as yet unexplored temporality that it contaif2911, 18). Many of
theseworks that arecentredon these estatescluding Kim Haughtots photographic essay
Shadowland$2010),focus on the use of lefisased media to cape the surreal nature of the
estates, with their rows of uncanny, abandonedsé®uhat mimic their mundamehabited
counterparts(Fig. 13. This use of documentastyle photography borrows from the
aesthetics of contemporary protest groups such as the Occupy movement and their
photographic protegtlacards. It is important to séleese contemporary homes in the context

of revenant space3he financial disaster and economic collapse of 2008, followed by
national wave of anxiety, repossessions and, ero famous housing failures of the past
such as the rash of evictions during theaBfeamine of 1845 and the hottprtested homes
fought over duringhe Land Wars of thaineteenthcentury(Fig. 14). This agrarian unrest is

documented and discussed detail in Chapter Five This legacy of disintegration from

historic to contemporary ruin is documentedoth Chapter TwaandChapter Fout

Figs. 1314 (From left to right): Kim Haughton (2007) Shadowlands Photograph; Big Mountain
Production (c. 1890)Irish Eviction Scene circa 189@Photograph.

What impact has this disruptiorf bome had on the Irish psyche? What happens when this
place of comfort and security is subverted? In this thesis, | argue that due to these dark echoes
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of the Gothic homéhat exist in Irish society, history and folklore, contemporary anxiety acts

to resurrect these concerns order to examine the impact of the fragmented home, an
uncanny situation in which comforting signifiers of home become alien and frightenirg, | wi
analyse several different manifestations of the home as strange space. This will include
examining home aa dangerous space needing protection, home amamnsed and disrupted
space homeas colonised spac&ome as contemporary ruin and home asditeistorical

and local trauma. These homes are seen as evocative of the innate Gothicism in Irish identity,
the dissonance between unpalatable reality and the effort to avbidwever, as this is a

visual medium,tis art is also analysed terms ofits aesthetiqualities

The Gothic Art of Home

Is there a visual element to thigsh art of dark domesticitythat clearly identifies it as
@Gothiad? In her chapter ifthe Gothic WorldGilda Williams pinpoints the problematic issue

of identifying art that is trulydGothicd namelythe conflation of Gothic art with art that is
concerned with a Halloween aesthetic of skulls, coffins and vampiéisams writes of

what she terms as a definiagsthetic of the Gothic that runs counter to the clean lines and
logical processes of modernist wodlthe Gothic vision presents a dark picture of haunted,
insalubrious and unresolved circumstances, situations that remain thoroughly at odds with
optimistic or forwardlooking cultural framework® (Williams 2013: 423). This idea of a
fundamentallydGothicd aesthetic is an intriguing one, aade that we can apply to the Irish

art selected for examination this thesisWhy is this art Gothic? What charaggtics does

this art share?Firstly, this work representing home, or ideas of home, tends to be
representational. This is also the case with the majority of artists selected for discussion by

Williams, Spooner and Gavin. This representational tendency kxedworkimmediacyfor
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the viewer, and enables easy identification with the subject expre$hed.artworks
discussed in this thesis are broafiurative ormimetic; they offer immediate, intelligible

narratives. This is not an aberratiwithin the Gdahic. As Williams says:

The Gothic is inclined towards broad communicability through highly engrossing stories, not
abstract idealizations ai med at an initiat
communicate the particular haunting underway, loadiagerals with traces of that meaning

(Williams 2003: 423)

The art considered in this thesis may therefore be deemégpbically Gothic in that it
communicates ideas and anxieties that relate to hdme concept of a narrative is key to

the Gothic, ggecially the idea of a narrative from the past that recurs and informs the present.
This art is also preoccupied with the uncapncommunicated through the language of
Surrealism and juxtapositiomhis idea ofusing recognisable fors) or traditional forms
amalgamated in a surreal way marks what Fq4@99)termsdhe Return of the Re@in his
eponymous book. In other words, this mode signals tivanny return of traditional modes
though avangarde contemporary art practidehis art isalsoconcernedvith ambiguity, in
betweenness, uncertainty, like materialisations of contemporary Gothic in other comparable
disciplines like literature, film, theatre. Thigsfin with Williamsidea of an aesthetithat

runs counter to maernism. As Williams points augA]s an aesthetic, the Gothic might be
understood as the extreme, almost caricaturish Other to the modernism of a Clement
Greenberg or Theodor Adora@Williams 2003:423). The Irish art considered in this thesis

is therefore concerned with ideas opresentation and narrative, with surreal juxtaposition,

uncanny recurrence and ambiguous space

The art considered in this thesis broadlsestwo main media.There are several
artists (Barry, Duffy, Maher, Farrell) who explore thdienensional modes of aking in
terms of sculpture and combined medidese works tentb focuson surreal juxtapositions

of past and presenbiims. There isalso a very significant focus on the use of lebased
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media (photography, film, stemotion animation) often presenteds part of installations
Not only is this a mode endemicgpobal artpractice, but it is also intimately associated with
voicing uncanny spectrality in contemporary ditte artists examined in this thesis use this
form for diverse reasondn Chapter One Michael Fortuneand Cleary Connollycapture
transient folk narratees through film In Chapter Twoartists Dorothy Cross and Martina
Clearyphotograpitthe world ofthe traumatised antlaunted homeln Chapter ThreéAideen
Barry uses stopmotion animationto mimic the uncontrollable world of Obsessive
Compulsive Disordemwhile in ChapterFour Haughey, Anex and Haughtoise documentary
photography, both analogue and digitalorderto capture the uncanmature of the ghost
estatesThis use of lensdbased mediaaptures a kind okemporality,a fleeting momentwith

the moving image in particular lending itself to spectral effeeasbased media, especially
film, captureghe uneasy, flickering instability of the Gothtbroughthe supeiimposition of

the present on the pastndof one state upon anotherhis idea of an uncanny return is
voiced by Foster in hi§he Return of the Realwvhat produces a present as different, and how
does a present focus a part in tdrfRoster1999:xiii). In this Gothic artvork, the past leaks
through and informs the present. Thdea ofrecurrencds alsotied to notions of national
memory Core to this art of the Irish Gothic home is the idea that current evocations of the
home reflect oldermanifestations of the home in Ireland, both consciously and
unconsciougl. Through the forms of the present, thider concerns direlands Gothic past

return to haunt contemporary culture

Methodologies Used

As this is an interdisciplinary thesis required a combination of appropriate methodologies.

The final section of thigntroductiondiscusses the proposed methodologies and approaches
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and outlines how they are utilised and referred to in the succeeding chapters. The
methodologies used in ththesis are suggested by the work of the artists examined. This fine
art work, on repeated analysis, starts to fall into natural categories, whezashonnrored in
different ways. tl is considered as a space with memories of folklore and superstition
(Chapter Ong as acolonial ruin with overtones of haunting, memory and lo€hdpter

Two), as an embattled and surreal pla&hdpter Threg as a contemporary ruin and
paradigm of economic and cultural failut€h@pterFour), andas a traumatised spateat
functions as a memoiynage of local distress Chapter Five). Although different
manifestations of the home are scrutinised under different categories, at their core these
different versions of home have something in common, they aree@lirent vesions
therefore the thesis carries at its core a fundamental recognition of the uncanny, and theories
of uncanny space and revenant memory. Each chapter also demands the examination of
specific theories in relation to social memory, collective memorynteatheory feminist

theory, or ethnographyin order to analyseappropriatelythese different categories of

interpretations of the home in fine art practice.

The thesisalsouseskey works on th&Jnheimlich Jentscts On the Psychology of the
Uncanny(1906), Freud The Uncanny1919)and Roylés The Uncanny2003) and relates
these to specific examples drawn from Irish fine art practice. While not completely accepting
a Freudian reading of home, this thesis supports Boylation of the uncanny ascancept
that is hugely significant for contemporary culture. It seeks to examine both aesthetic and
psychoanalytic qualities of the uncanny space in domestic settings; the idea of hame as
uncanny space runs as a theme throughout this dissertation. enes with it both
connotations of the German tekteimlich, aspace that is at once familiar améssuring, but
that isalso closed and concealed from view. Home can alddnbeimlich(uncanny)a place

of triggered memories and strange sensatiort®@f vy a revenant space. The Gothic home
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is the ultimate example dfie Heimlichwithin theUnheimlich it is concerned witltoncealed
repressionwith uncanny revelation and retur@hapter Ondooks atthe uncanny echoes of
folklore that lingerin contemporary art practice. The manifeistatof the double and of
nervous, repetitivdehaviours is referenced @hapterThreeand illustrated by the work of
Aideen Barry, Patrick Jolley and Dorothy Cross. The uncaregence othe ruinand its
psychol@ical resonance is explor@d Chapter Twowhile Chapter Fourrevisits tle ruinsof
contemporary ghost estates as revenant spaces within Irish hiShagpter Fiveis based on
a practicebased investigationf the return of hidden and repressed coungeratives of a

Gothic event and its interrelationships with a famous Gothic .story

Although this thesisfocuses on strong resurrections of the Gothic house in
contemporary culture, recognises these as echoegpraviousGothic homesn Irish history
andculture. These depictions can be traced back to dark manifestations of the domestic in old
Irish tales, customs and traditiorGhapter Onetherefore explores different notions of folk
memory through readings of collective memory explored in Durkigethe Elementary
Forms of Religious Lif¢1912) and in Halbwaclk<Collective Memonof 1925. This chapter
analyses the survival of these representations which are preserved through the
commemorative rites and bodily practices explored by Connert@wodral Memory(1989)
and through narrative communication and community identity as explored by Fentress and
Wickham in Social Memory(1992). Chapter Onealso pecifically focuseson legends and
their preservation through the medium of ethnographic art. Eachechdpals with a
different type of haunting or memeosurvival. The thesis uses these theories as ways in
which to view the survival, transformation and interpretation of folk stories and practices in
Chapte One and their manifestation through domestierties in fine art practic€hapter
Three looks at the collective Irish female memory of domestic space as a space of

confinementmade manifesthrough uncanny and abject a@hapter Twoand Chapter Four
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examine how ruins andivisions evoke problematic ations of postcolonial memory and
revenant spaces through readings of Degsidgectres of Marx1993) while Chapter Five
offers tangible evidence of the persistence of memory of a Gothic home through the
collection of family countenarratives in the lmality of historical trauma as part @n

original memory project.

The thesis also investigates the problematics of domestic space in trauma theory
especially in relation to notions of pestlonialism, cultural anxiety anfémale repression
The different chapters deal with the trauma arising from the survival of traumatic memory
and its expression through fine afhapter Oneexamines folklore as reflection of
traumatic home Chapter Twdooks atrecurrentpostcolonial trauma ithe formof ruins and
hauntingsin the South of Ireland, and in terms of divisions and contested territories in the
North of Ireland Chapter Threenalyseghe historical and religious frameworks underlying
contemporaryfemale traumaChapter Foursees ghost estates as profound articulation of
economic and domestic trauma. FinalBhapter Fiveusesautcethnographic, qualitativend
practiceled methodologies to conduct @&mgaged analysis dbur to five generations of
historical traumahaunted i tales of a homéurned down during a bloody episode of the
Land Wars in 1816Chapter Fivewill also utilise practicebased research, or atiased
research, specifically the harnessing of ethnographic methods to conduct a research into a
specific domest context, and to illustrate and disseminate these findings through fine art
practice. This collaborative sipecific fieldwork will examine home as constituted through
history, fiction, memory and local legenlt. uses qualitative research, interviegikey
members of the community who are stakeholders in this projduese qualitative
methodologiesnvolved the use ofjuestionnaires and recordederviews Theinformation
and consenforms, the questionnaires, the completed questionnaines transdpts of the

interviewsare appendetb the thesisn Appendices B1. The dissertation therefore explores
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areas of loss, trauma, memory and the uncanny by relating them to appropriate theoretical
frameworks and to the Gothic work of specific Irish artiSthe next section of the

Introductionexplains how these chapters expand on tkegdopics.

Thesis Outline: Mapping the Chapters

The thesis iscomposed ofsevensections:the Introductionn Chapter One The Home of
Folklore; Chapter Two: North and SoutfPost] Colonial Notions of HomeChapter Three
dVomen who just cdnseem to get out of the hoGs®omesticity, Abjetion and the
Uncanny Chapter Four [Re] Animaing the Ghost EstateChapter Five Homework:

Remembeng Wildgoose LodgendSome Conclusions

Chapter OneThe Home ofolklore deals with the fundamental overlap of folklore,
the Gothic and contemporary art practice in relation to boundaries, narratives and
transgression. It looks at selected fine art pieces that portray Gothic notions of home, and
traces theseharacteristicdhad to their origins in folklore, specifically in legends and in
superstitious customs. It examines how legends arise in relation to the honewatitey
survive through fine art practice today. It seeks to examine ethnography within fine art
practiceandwithin its relationship with folklore and the Gothic. It analyses the artwork that
ensues not only as a reflection of the Gothic home, but also in relatibattanslation and
dissemination of the Gothic in fine art. It also exptoh®w the @anon of Bog Gothi®
(O&Mahoney 2003) relates to ideas of local or vernacular Gothic constituted by this art.
Chapter Ondinks in with thelntroductionto discuss a prominent@ct of revenant Gothic
spaces:the links between tales from folklore and representatia@ the home in

contemporary lIrish fine art practick. contemplates psychoanalytic approaches to folklore

41



Introduction

popularised by Dundes in its reading of key works by Alice MaRéa Duffy, Connolly

Cleary, Sean Lyrit Michael FortunendAil een Lamberto support the position taken

Chapter Two: North and South: [Post] Colonial Notions of Ham®plores the trope
of thedividedhome in Ireland and its relationship to histgeglitics, memoryand trauma. It
centres on ideas of colonialism goalstcolonialismn its focus on key antvorks that explore
the resonance atiins, divisions and contested territoriessociety, both past and present. It
investigates complex issues of memory and mapping in relation toantsemains from
Big Housedo Famine cottages. It examines the role of fieldwork, documentary photography
and paranormal investigation within the frame of fine art practice. It references a range of
writings on the ruin from Rose Macaulay to Brian Dillon. Case studies considetki in
chapter include work by artis@/illie Doherty, Martina Cleary, Yvonne Cullivan, David

CreedonMichelle Horrigan John Kinghess, Rita Duffy, Patric CoogamdPhilip Napier

Chapter ThreedVomen who just cdnseem to get out of the hoGsBomesticity,
Abjection and the Uncanngxamine ideas of contested and gendered space in domestic
settings; and the consequent subversion and slippage in roles that may occur in this space. It
focuseson notions of domestic trauma and spatial phobiasintkeplay between these, and
the expression of these through fine art practice. It centres on liminality andlibevieen,
and examines ideas of atomisation and disintegratitmin female spacegelating them to
contemporary societal issuesf Church and State colonisation of the female body,
characterised by Freud as tidst homed (Freud 1919: 944)It investigates domestic
concernsand the symbolic significance of native objects and appliances within the home. In
doing so this chapter will refanee ideas of surrealisrof Freud, Jentsch, Rank and Rayle
writings on the uncanngnd of Kristevé writing on the abjectArtists considered in this
chapter include Aideen Barry, Patrick Jolley, Cicely Brennan, Dorothy ChArssnda

Coogan, Rita Duffy and Alice Maher
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Chapter Four: [Re] Animating the Ghost Estatesamines the contemporary
phenomenon of the ghost estates as both Gothic contemporary sites of anxiety (the failed
home represented en masse) but also in relavomlder Irish cultural memories of
dispossession and ruit therefore ties in withdeas explored i€hapter Twobutfocuseson
ideas of thenew ruin, the anticipated ruiand the premature ruin. These houses appear as
uncannyhomes, complete yet incotepe: their disappearing commodity leading to loss of
function. Derridas Spectres of Marx1994) is utilised here as a frame within which to read
these ghost homes. Artists considered here include Anthony Haughey, AideenPBddy,

Baxter,Eamon Crudden and Vera Klute.

Chapter Five: Homework: Remembering Wildgoose Lofdgms the practicéed
component of the thesi$his chapteitakesthe form of a reflection on artzased research
undertaken by the art collective Gothicise, of which | #ma principal director, using
embedded ethnography to conduct research into a specific domestistuzhsef social
memory, trauma and hauntinghe projecttakes a famous Irish Gothic shorstory;
ANildgoose Lodgé (Carleton1833) based on a relfle historical incident in Louth, in the
northwest of Ireland, and examis@ow traces of this traumatic event still echo locally. It
looks at how these memories have bpartially silenced, both by the community, through a
recurrent fearof voicing the storypublicly, but also through exclusion fromofficial®
narratives of the incident, both factual and fictional. It examines the sense deftdy
traumatic incidentsand it analyses thecounternarratives that arisand are transmitted
within family homes. It outlines the challenge of locating original narratives, of the slow
process of trusbuilding and ofthe facilitation ofthe reconstitution of community memory.
Some ©nclusionsconsiss of a brief discussion and analysis of find#ica reflective analysis

of emerging research conclusions.summarisse the main argument, offera considered
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reflection on the contribution that the thesis makes to the fielstates the main findings

and outline further research that could be udbf undertaken into this area.

By analysinga range of explorations of Gothic tropes and concerns, this thesis
displays the range and diversity of Gothic fine art practice within the national context of
Ireland. It examines the reassrwhy the form of the Gothic home is so powerfully
resurrected in contemporary lIrish art practicelotiks athow fine art offers a different
vantage point from which to view the Gothic, ultimately leading to potential new
interdisciplinary directions in Gothic scholarshipalso sets out to explore how this practice
led research conducted by artists leads us to a new understanding of Gothic as it emerges
from national and contemporary contexiisproposes to widen the current definition of
Gothic to include representat®iof the Gothic in the Irish visual arts. It takes the Gothic as
intimately connected with crises and a rise in national anxiety, and aims to represent this
wave of Irish art aembodyinga significant resurrection of the Gothic home. It looks at how
this art has considerably added to the canon of Irish Gothic culture. It defines within this
contemporary art a type of unique Otherness based on the distinctively Irish roots of the
Gothic. More than just another revival of the Gothic, this art offers a friéskible, and
invigorating view of the genre of domestic spaaed of how this is explored within the
context of theGothic. Interestingly, this case study of Irish Gothic in a sense refutes@avin
contentionthat turning to dark themes in art distrafttsm the everyday and gives the viewer
a sense of contrdiGavin 2008: 6) Conversely these representations of dark Irish homes
highlight the Geveryday Gothig(Beville, Piatti-Farnell 2014)f domestic space$t compels
the viewer to engage with the disturbing notion of theneimlichhome.In focusingon the
home as a specific locus of anxiety, these Irish acmt$inue to produca remarkablebody
of work that actively contributes to the genre of Gothit, as well as providing a

commentary on postcolonial disquiet, capitalist culture, neoliberal econocanidscultural
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history, and offering an insight into anxiety disorders exacerbated by domestic roles. This
thesis aims to build on research conduct&d this area since 2007, and to continue this
research through the dissertation with the object of working towards several pitogeotdl
continue beyond the thesis. These are discussed at the end of this docurSBentein
ConclusionsAbove all howe\er, this thesis aim® interrogate and analyse manifestations

of the Gothic home in Irishcontemporary fine art practicend to valorise these
representations as a resurrection of the Gothic in Irish culiuszes these contemporary
Gothic homes as stawy echoes of a dark past, as profoundly revenant spaces that have

haunted, haunt and will continue to hatlrigh culture.

45



Chapter 1: The Home of Folklore

To examine thoroughly the interactions between folkbord the Gothic is beyond the scope
of this book, but it may prove a naturabsiel (Harris, 1994 20)

k‘—

Fig. 15 Alice Maher (1995)House of Thorns Sculpture.

In 1995, House of Thorng1995) (Fig. 15) was created by artist Alice Maher for a group
exhibition called@Compulsive Objects This tiny home iscompletely covered with rose
thorns, whichpress togetheto form a spiky, repellent coatind.he house is a paradox; its

size and fairytale connotabns suggest a plaything, but the thorns pnéwhis possibility.

While the form of the piece suggests home, the diminutive scale excludes the possibility of
occupancy. This is a heavily protected space; a space designed to conceal. It locks within it

the secrets of ancient rituals, charms and protectiMahets hanes are contested zones;



Chapter 1 Home of Legend

according to Humphrie€008)they areicharged places and do not represent the home as a
neutral space but explore the house/lhome as a sign that subvert®ntiingonplace
association that the domestic is a place of co@{éttmphries2008: 38).MaheiGs piece
references a mix of fairy tales, Irish stories and household ibese are obvious references
in this work to the tale of Sleeping Beauty, or, more iekp, to its variant Little Briar Rose
(Grimm and Grimm, 1812:70@4). Rose thorns are also an iconimoage of suffering and
hardship, according to legenalppeaing only on briar roses after the banishment of Adam
and Eve from the Garden of EdéFhis piecealso offersa clear reference to th@hristian
icon of thecrown of thornsa symbol of suffering in theaBsion of Christimplicit in the
imagealsois an obvious reference to tliamousSacred Heart paintingrevaent in Irish
homes,an icon discesed later in the chaptefhe thorns themselves also bear special
significance for Maher. She associates them with her own home; they were datleateéner
childhood home in CountYipperary, and she uses thesguralmaterialsrepeatedlyin her
work to simulate ideas andifitasies of childhood. This houséthorns is also destined to
decay,quite literally.Mahes workhas a fascination with entroplgere amplified in her use
of organic materialswhich causes hepieces tadisintegrateover a period of timeMahes
subversion of the traditional home is amplified this deliberate use of organic materials,
associated with the gender stereotype ofd&ratural womaé However,House of Thorns
represents hoe and nature adoubleedged veapors that protect and confind illustrates
beautifullythe idea oHeimlichsecrets of the interior space contained withinWhéeimlich
outer form of the home, a topibat will bereturredto in more detail when considering the
home as a contested and gendered spaCGhapter ThreeThrough all of these fascinating
layers of reference, one clear message emeigesHouse of Thorngs a strange home, a

space of folklore, abinheimlichspae.
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Chapter 1 Home of Legend

Folklore casts long shadows. This chapiére Home oFolklore sets out to examine
the effectof folklore on contemporary Gothic art in Irelamdlating these current versions of
dark domestic space to older versions of Gothic homes in folk legends, rituals and
superstitionslt takes the concept of Irish home discussed inntr@ductionandfocuseson
one aspect of these revenant Gothic spabeslink between these contemporary depictions
of the home andhe Irish folklore and superstitions that survive in contemporary culture
through the agency of social memo@ther aspects of thesevemant Gothichomes are
discussed in successive chaptenamely, the impact of colonialism, the effect of
confinemat, the divided and haunteduin, both ancient and moderand the recurrent
trauma of memoryRecurrent fine art and literary iterations of the Irish home posit it as a

problematic and contest@thce asa site of anxiety and terror.

Where do these Gothic homes stem from? Critics such as Killeen in hisCodloic
Ireland: Horror and the Irish Anglican Imagination in the Lomgghteenthcentury and
essaydrish Gothic: A Theoreticalntroductiord (2006) anddrish Gothic Revisited(2008)
and McCormachn hisdrish Gothic and After, 182894%(1991) andirish Gothi®(1998)
have both looked to th@othic revival in Ireland as the font of these uneasy spaces, the dark
homes of Stoér, Maturin and Le Fanu. In this chapteargue that the oldest appearance of
these strange places is instead found in Irish folklore, specifically manifested through legends
and superstitious beliefs that relate to the hawh@ny of he Gothic hom&in contemporary
Irish art practicecan bereadas an illustrationof earlier tropes of dark domestic space in
folklore, transmitted to contemporary culture thrbugradition, collective memoryas
examined by Durkheirfil912) and Halbwachs (192%nd social meory asoutlinedby two
eponymous books, ConnertisrSocial Memory(1989) and Fentress and Wickh@n$ocial
Memory (1992). After contextualising this survival of Irish folklore relating to the horne

will further explore this linkbetween the Gothic homand folklore by examining relevant
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works by contemporarylrish artists Alice Maher, Rita Duffy, Connolly Cleary, Michael
Fortune and Aileen Lambertand their use of folklore in terms of imagery, metaphor and
materials to create Gothic versions of homnethe work of these artistspime appears as an
uncanny spacea site of stange narratives, transformati@md cultural otherness. In this
analysis | will pay special attention to the different modes of folklore that each artist
embodies in their reconsition of Gothic homesncluding the use of faintale motifs, the
retelling of legendsand the allusiomo superstitionsFinally | will examinethe ethnographic
practice of collecting contemporary versions of these legends in a way that both links the
modern hearth with the ancient hub of teing, and creatively blurs the lines between fine

art and folklore itself to create a form of vernacular Irish Gothicstly, it is necessary to

consider definitions of two crucial termasedthroughout thehesis

drish folklored referred to in this chapter is takdmere to constitute elements of
traditional Irish culture, the oral tales, customs and superstiti@isve collectively refer to
as folklore. Folklore itself is considerdutreas a precursor of later Gothiales, concepts
andimages This chapter examindssh folklore in terms of its influence on contemporary
art practice, referencing Dundssideas of folklore as a living entity and his idea of
@sychoanalytic folkloristias (Dundes 1989)In Ireland, folklore developeth terms of
traditions, rites and rituals, growiragnd evolving as a discourse dhernessvithin a colonial
context.As O&Giollain statesgT]he notion of folklore was predicated on the recognition of
cultural difference: folklore belonged to tliether®6 (O&Giollain 2000: 164).McDowell
(2012: 253) agrees thdtA] sense of theaifolko as culturally other pervades certain Gothic
textsd Irish folklore, within the context of colonial culture appeassa countenarrative, or
as a series dfittle-narrative@ This ideais supported by LyotardvhoseThe Postmodern
Conditiondescribes the idea gfandandpetit narratives:

Let us say at this point that the facts we have presented concerning the problem of the
legitimation of knowledge today are sufficient for our purposes. We no longer have recourse
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to the grand narrativBswe can resort neither to the dialectic of Spirit mwen to the
emancipation of humanity as a validation for postmodern scientific discourse. But as we have
just seen, the little narrativepégtit reci] remains the quintessential form of imaginative
invention,most particularly in sciencén addition, theprinciple of consensus as a criterion of
validation seems to be inadequate. It has two formulations. In the first, consensus is an
agreement between men, defined as knowing intellects and free wills, and is obtained through
dialogue (Lyotard 1984: 60)

The nature of this association between folklore and the Gothic is particularly pertinent in the
case of superstitions and of legends, both local and migratory, and their lasting relationship
with visual art practice.

drish Vernacular Gothig(Fahey 2014 153)is the term | have chosen to describe the
specific sense of otherness that derives from shared Irish cultural and folk memories that
enshrine rites, stories and ritualdich hold a special and specific meaning for peoples of
ther communityof origin. It is a culturallyproduced and locallyecognised form ofliving
Gothidd(Beville, PiattiFarnell 2014) preserved through collective memoityis bound up in
rites, observances,-enactmentandretellings, all of which represent ways in whisbcial
memories are retained and transmitsdexplored irChapter Five In this chapter | consider
the art of Maher, Duffy, Connolly Cleary and especially Fortamé Lambertas part of this
tradition of Irish vernacular Gothic. | also examine how veuter Gothic narratives and
images are relayed and disseminated through sceagpged methods of contemporary fine
art practice.

So how does folklore connect specifically with national and local manifestations of
the Gothic in lish ar® Folklore and he Gothic are related through a myriad of connections
concerning narrative,tiberness and function. StackicDowell (2012) inThe Encyclopedia
of the Gothicspecifically links folklore to the Gothic tradition; the Gothic, she says, deploys
folklore as@ narrative framework upon which a range of modern fears can be expg@ressed
(McDowell 2012: 253). Day (1985) also agrees with this correlation of the Gothic with

characters drawn from folklore®Another convention of the Gothic atmosphere is the
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presence oftte supernatural or monstrous; we know we have entered the Gothic world when
we begin to encounter vampires and dem¢h985: 34).This chapter specifically explores
folklore as both precursor ,adnd an influence qrthe Gothic tradition in Irelandlhe erly
Gothic short stories of Marin, Le Fanu, Banim and Banimnd Griffin are filled with
explicit references to Irish folklore and feature figures drawn from Irish traditional folk tales.
Examples of this are found theixlip Castlé(Maturin 1825),Passage in the Secret History

of an Irish Countegs(Le Fanul1839), dThe Fetche®(Banim and Banim 1825) andlhe
Brown Mard (Griffin 1827).d_eixlip Castléis possibly the most interesting of these tales.

is typically Gothic in its structuregrefaced by a note claiming that the events recounted took
place in Maturigs own family,but the text is infused withrchetypes and superstitions drawn
from the dark traditions oflrish folklore. An elderly Irish servant, Collogue, persuades the
heroineto take part in unnameable rites to summon her future bridegroom,awit,
predictableresults. Even the tale ends on the most Gothic of notes, the cry of the unreliable
narrator, the teller of folk talesi know not what the truth may be/llltéhe Tale asd t wads

to meéd(Maturin 1825:10). Likewise, there is a strong tradition of folklore and folk references
in Gothic work by Irish fine artists. Artistsf the Celtic Renaissance (tfie de siéclg such

as Jack B. YeatsThere Is No Night1951),Harry Clarke The EIf Hill, 1904) and Beatrice
Lady Glenavy Heroes of the Dawnl914) all depict strange and sometimes savage scenes
steeped in imagery of native higolktales. This direct linlbetween folklore and the Gothic
continues through to the ggent day and the practice of contemporary Gothic writers and
artists. Neil Jordais novelMistaken(2005) and his filmOndine (2009) both draw on Irish

folk tales and ghst stories as their inspiratiofatrick McCabés novelsCarn (1989),
Emerald Germsfdreland (2001)andThe Stray Sod Countfg010)all combine dark themes

of murder with folklore and smatbwn life to create a genre dubbed@eg Gothi@ a form

of Gothic associated with dark tales of rural Ireland that derives from the work dr earli
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writers such as Patrick Kavana@bdviahoney2003:1). This survival of folklore in creative
practice is interesting not only in terms of what it tells us about the past, butlabealtues

and traditions that were considered worth preserumg the presentFolklore therefore
formspart of our collective social and national identity. Padraic Cplarhis dntroductior®

to The Complete Grimé Fairy Talesof 1912 points to the value of folklore asrepository

of the lived pastdNe have anothepast besides the past that history tells us about, a past
which is in us, in individuals, more livingly than the recorded past. It is a past in which men
slowly arrived at seltonsciousness while building up the community, the arts and thé laws
(Colum 1912: 2).

Contemporary lIrish art is laced with Gothic themes relating to identity, politics,
bodies and homedManifestations of the classic Gothic trope of the uncanny home that
appear in contemporary Irish @dn be linked withrish folklore. Alice Mahegs sequence of
Portraits (2003), where the artist presents her head and shoulders surrounded by mounds,
palisadesand fortifications, offers visual allusions to Irish fairy forts and burial sites.
Contemporary artist Rita Duffy dramon the folktales and country rituals she witnessed as a
girl to create a fearful yet magical world of rural sites and stoAdeen Lambertand
Michael Fortune also draw on the history of the Irish home in lived practice as a container of
social memoy, legendand protective folk rites. Fortune and Lambert eolthborativeartists
Connolly Cleary also offer an interesting perspective on the physicalsgntdogical place
of folklore in contemporary urban as well as rural society. In visual art praittecencanny
Gothic homeappears aa place of real and invented histories, of memory and of repression.
Theories of personal and collective memory canapplied to analysing these images of
home in terms of thereferenceto folklore, folk traditions, history and legends. Collective
memory theorised by Dkheim (1912) and Halbwachs (192%ndsocid memory discussed

by Connertor(1989)and Fentress antfickham (1992may be used as lezsthrough which
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to view the survival, transformation and interpretatas folk stories and practicesd their

manifestation through domestic themes in fine art practice.

Folklore Matters

Images and interpretations thie Gothic home in fine apracticeare therefore often seeded
from folklore. In Ireland, the culture of superstitions, stories and codes was transmitted
primarily through folklore or, in Irishpbéaloideas(which signifiesdral traditiord, tales
passedlown from generation to generation. However, the Irish language began to decline in
importance throughout the seventeenth century, with the increasing inflveatthy English
settlers. Fom the latenineteenthcentury under British rule, the official fguage of Ireland
became English. Therefore many of the great Galnisho texts: Dracula (Stoker, 1897)
Melmoth the WandergiMaturin, 1820)andUncle Silas(Le Fanu, 1864)are the product of
Anglo-Irish writers, writing in EnglishTo this day, ideasf Irish Gothic remain itrievably
haunted by thes&othic Revival novels. These novels are characterisedhgy measured,
elegant writing of the Angldrish aristocracywho shard kindred obsessions witihe tropes

of alienated visita, haunted ocursed houseandsurrounded castletn these narrativethe
distance between protagonist and setting is highlighted by the naveépistionof another,
deeper, earlier, underlying culture from which they are excluded, linguistically, culturally and
socially. However, while this was happening, the Irish language continued to thrive and
simultaneously became the main means of transmitting indigenous cultur@istoy
through oral narratives kind of Irish vernacular Gothic previously disead,a mative and
locally recognised form dliving Gothicd Even in the most Anghirish of Gothicnovels the

idea of oralfolklore permeateshe text The fluent but fragmented nature of folktales, their
style of storieswithin-stories, is recalled in officigbothic texts such as the diary entries of
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Jonathan Harker iDracula (1897), the stomwithin-story motif used to such effect in
Melmoth the Wanderefl820) and even the device of the unreliable narrator in modern
Gothic novels as Robert McLiam Wils@Ripley Bogle(1989). However, folklore is not
only a shadowy presence within Angdlish texts; in its owmight, it represents a native Irish
counternarrative to these English novels. The Gothic stoagkdolklore function as a
subversive, dissident medThis mode of dissemination is crucial; these were tales told in the
home (inaccessibléo the Anglelrish) and throughthe medium of thelrish language

(impenetrable to neirish speakers).

These tales were systematically collected by the Irish Folkhmstéute (19361935)
the Irish Folklore Commission (1985971) and the Department of Irish Folklore in
University College Dublin (1971 present). The informal transmission of folkloas also
facilitated well into the twentieth century by the existerad Gambling house&s or &éili
house§ particular houses in communities thagrformed a social function, places where
people would gather to sing, play music and tell stories. Cufisv@noject Meanwhile
discussed in théntroduction focuseson the disintegration of thegambling houses as a
symbol of a changing community. However, the gradual disappearance of these houses with
the advent of television and the diminishmenthafir communityfunctiondid not signal the
end of the folk tradibn; rather, as Fortune suggestsBnd Macks Hill (2012) and other
ethnographicart collections, the contemporary home has remained a locus eteliahg.
These tales told and-teld in Fortunés work are recalled and transmitted not only through
using forms of social memory explored by ConnertorSocial Memory(1989) or through
the creative arts, but through actliakd practice through the siting and arrangement of

houses, and the act of telling ande#ling tales in the home.

This chapter examines the interplay between folklore and fine art practice in

contemporary societylThe homen folklore featuresasthe site of taletelling, asa focus of
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protective ritesandas the setting for legenddome often appears in these ledems a site

of danger, anxiety and transformation. Here it is interesting to consider Geriraitional
classification of folklore (1883) into major divisions, namejjraditional Narrative§
Olraditional Custom® dSuperstitions and Beligdsand d~olk Speech In this chapter, | will
examine two of these sudvisions as having the most relevance to the overlapping fields of
folklore and fine art practice in relation to the home; namely thesstibfLegendsas part of
Orraditional Narrative§ and Siperstitious Practices and Fancieas a sukset of

@uperstitions and Beligis

Traditional Narratives: Legends

Of all of the subcategories of folklore, possibly the most germane to the Gistthe idea of
legend. It is useful to consider Timothyangherlind (1994) definition of legends at this

point.

Legend, typically is a traditional, (mono) episodic, highly ecotypified, localized and
historicised narrative of past events told as believable in a conversational mode.
Psychologically, legend s symbolic representation of folk beliefs and reflects the collective
experiences and values of the group to whose tradition it bel@raggyherlini 1994: 2)

According to Tangherlini, legends are fantastical tales told as tngh. Gothic tales and

Irish folk legends have many features in common. They both feature unreliable narrators,
improbable tales presented as truth, psychological archetypes, monsters, dreams, visions,
supernatural sites, and a paradoxical obsession with both boundaries andslyades, both
physical and spiritual. This can be seen by examining a small selectoigratory legends
(Christiansen, 1977:1), masterythsthat appear across several cultures, but examined here

in light of the Irish variats of the tales. Both legends and Gothic stories evidence a desire to

map the uncharted territory of the liminal, to examine the limits at which the possible and the

55



Chapter 1 Home of Legend

impossible dissolve into onenheimlichwhole. The use of wild borders and frontiers is
observed by Harsi (1994) in mapping the overlagtiveen folklore and the Gothiélrhese
topographical tensions [found in Gothic literature] are reminiscent of folk legends where
supernatural beings also police the borders between wild and civilized (k084:19).

These legends are fluid, adaptable tales that focus on forbidden, transgressed space and

liminal areasall of which feature strongly in portrayals of the domestic in Irish art practice.

One of the major functions of legends was to map boundaries.pldogcupation
with boundaries is an old one, and part of an ancient obsession to define the liminal space of
Ireland. This concern is carried through to contemporary culture, especially in relation to the
Border that separates the Republic of Ireland from NorntHreland.As explored in the
Introduction to this thesis, home has many meanings, one of which relates to national
identity, from which expressions of identity and notions of hbotb derive. Representations
of Ireland, as an Hbetween spac@sanisolated islangddate back to the twelf century and
the Welsh monk Giraldus Cambren8isish traveloguehis famousTopographia Hibernia
(1185) in which he depicts Ireland as @iheib country of incest, monstrosity, slothfulness,

blood-drinking and canibalism. In the introductiorGambrensis comments unhappily:

| know however, and am persuaddtll have to write some accounts which will seem to the
reader either utterly impossible, or quite ridiculoBst, with the help of Godl will insert
nothing in my book the truth of which | have not elicited with the greatest diligeittoer
from my own firm belief or the authentic testimoof the most trustworthy memvho have
lived in the districts of which | writg§Cambrensis 200082)

Thesedrustworthy mefare unreliable narrators; in fa€@ambrensi@descriptions of
the native Irish read like afinition of the Gothic itselféThis race is inconstant, changeable,
wily and cunning. It is an unstable race, stable only inngsability, faithfd only in its
unfaithfulnesé (Cambrensis 2000: 76J.opographia Hiberniatells tall tales acquired from

various sources, of bearded womevolf-men, a speaking crosBhese strange tales, though
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patently untrue, may be one of the fivatitten examples of Irish folktale®ecounted to an
outside sourceAs part of his fascinatingly unreliable narrati@mbrensigjives over pages

of descriptions of uncanny islandan island of the evdiving, an island of the deadndan
island thaio female can set foot ofhis notion of Ireland as an imaginary island, one that is
lost, imagined or reimagined, continues to be a motif that runs strongisough
contemporary Irish art in the work of artists like Martin Hedlgrgal McCarthy an®ea

Lynch, part of the Irish preoccupation with boundaries and perimeters of an island nation

However, the most important of these boundar@ssidered herare those that exist
inside and outside the hom&he home forms oufirst experience ofboundaries;of a
perimeter,that creates within it a space of safety. However, this space also encompasses
forbidden zones, and acts ased piecdor primal scenesscenes of terror as well as comfort.
If, as Freud claims, the womb is the first place rehwe experience thideimlich and the
Unheimlich(Freud 1919: 944)it follows that the home is the place where we first start to
draw boundaries and map spaces between home and the outside world and within the house
itself. Legends associated with the Beuexplore the darker side of domestic space and the
peculiar events that unfold within iThese legends expose thentasted nature of the Irish
home, which is shown throdmgthese legends to be permeablgen to historical, supernatural
and transgressiveoffces. Folk legends reveal hosnthat are definitelfdnheimlich These
homes pre-shadow later Gothic manifestations in contemporary Irish art, through the work of
Maher, Duffy and Fortune, which refleat preoccupation with notions of story, site and
repetition.In order to analyséully these strange spaces in contemporary art practice, it is
also useful to reflect on the original relationship of the home with superstitions and beliefs
that relate to d&relemers of fairy lore and folktalesAs Dégh comments iNarratives in

Society: A Performecentered Study of Narratiord T]he legend tells us we can never be
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safe because extranormal powers may interfere with our lives at any time. The earth we know

as our home i s 6(éyhlo®:ri24).r el y our s é

Superstitions and Beliefs: Superstitious Practice and Fancies

Harris explains that théraditional legend presents to its audience a sensereégive and
perennial threafs(Harris 1994: 5). Thesehreats from supernatural beings could only be
countered by use of protective rites, based on the accumulation of superstitious dradiefs
the transformation of these beliefs into rituals designed to proféet is borne out by
Déglts assertion of theecessity to protecigainst the threats of legendES]peaking the
language of concern, fear and pain, legends reveal the desperate attempts people make to
escapd to survive on the planet Earth or beyoindy finding irrational solutionsor by
rationalising the irration&(Dégh 1995442). It is no accident that most of these superstitious
practices revolve around the idea of the hofies is most probably because home is where
peopletraditionally go toin order tobe safeln pre-Christian leland, houses were built for
shelter not only from the elemenitsit alsofrom supernatural forces:rom earliest times,
houses have been linked through legends with taigy and the dead and with rites and
rituals enacted in order to keep dangerous émites outFairies in Ireland are not fey
creatures of Victorian whimsy; they are the Sidhe who are quite a different matter. They

are fulksized, pale, hostile creatures; among their number is the bardsbae §idh@ which
literally translates adairy-womard Na Sidhe were believed to be descendants of tia¢ha

De Danann(people of the goddess Danu) who had lived in-forgs, later renamedairy

fortsd However, these forts also incorporate burial mounds, tumuli and cairns, leading to a

conflation of na Sidhe with ghosts and the undeathQ@ain, 1991). The most dangerous
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place of all to build a home was on a fort, the supgrosition of the human domestic space
over the uncanny dargpace of the fairy hoenwould spell certain disastdarhesefairy forts

are described in several entries in the Schools Collection of 1935, a collection of Irish
s ¢ hool c &ccountsrofelatd stories by the Irish Folklore Commission. A typical story
tells of mysterious music heard at a faitly father went mto the fort above at Collids
house. When my father was comiogt, he heard a noise. He stopped to hear the noise and it
was the fairies that were playing the mas{E. Abberton 1935)Ominous interactions
between fairy forts and human beingse also mappedin ethnographic collémns by
folklorist and storytelleEddie Lenihan. These cautionary tales inclodd’reghant Woman
Goes into a brtd A House Built Between ForisdThe Fairy housg dPlanting on a Fairy
Pathi§ ¢Electricity Poles moved fronfrairy Patld and dMlan Gets Warning from the Fairy

Windb(Lenihan and Green 2008: 1:3G1).

Sean Lynché Latoon (2006) is a video piece featuring the story of the fairy
whitethorn bush at Latoon in CourBjare as told by.enihan (Fig. 16-17). This bushis still
famous in thdocality of Latoonas a placéor trooping fairies to congregate before going into
battle. This video pieceshows Lenihan protestirig 1999against the destruction of the bush
when it, and a portion of the locality, was scheduledd@molition by @ imminentroad
scheme. The story of Lenih@npassionate defence of the bush spread, featuring in The New
York Times and on CNN, and pressure of the campaign meant that thleuitthets changed
the route of the road to save the busymch is not only interested in the fate of the bush in
Latoonbut in the wider reading of the situation, where a casual approach to planning laws
has led to the destruction of the natural beauty of the spot. Above all, Lynch, whose work
holds a reverencéor tradition, historical artefacts and Irish cultupgaises what he terms
Leniharés celebration of the folklore tradition in the face of-oficontrol planning lawsAs

he put it in an interview with Judith Raum (2007):
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The area itself has been mucteetd in recent years, not only by the motorway through it, but

by an outof-control, booming Irish economy that has created a disorganized suburban
settlement. With lax planning laws, large bungalows are scattered around the landscape with
the local cityabout twenty minutésdrive away. This rapidhgrowing pattern of dwelling has
concreted over much of the folklore of objects and places of the locality, dreguent
occurrence in an Irish contéx{Raum 2007, 1)

Figs. 16-17 Sean Lynch(2006)Latoon. Film stills.

However,despite these attempts to reclaim mystical sites as building mmites, of
this site-specific folklore still survives today. There is a strong tradition in Irelandhef
carefulbuilding of homes. A&cording tosuperstitionsit was important to avoid placing it on
or near any site that would be associated vathes like the lone hawthorn at Latoomhe
siting of the house was considered very important; one of the most serious considerations was
to site it wdl away from fairy activity. Folklorist Bob Currds contemporary retelling of
&ome Hom§ a traditional tale from Countlyaois, explicitly references the idea of the land
of the fairies having eesidual, dangerous memodvaybe its nothing more than memory
that the land holdsThis was supposed to laefairy placei a house should never have been
built theréd(Curran2008: 104). This need to situate a home in a safe space, far away from the
fairies, is referenced in multiple variations of the migratory legeedoving a Building
Situated over the House of the Fairi@hristiansenl977: 99) characterised as Migratory

Legend 5075and abbreviated aBIL 5075. Folklorist Kevin Danaher explicitly warns:
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ONorst of all was to build a house on a fapggth, for all kinds of iHfortune plagued the
unlucky occupants, from constant and horrible noises in the night to bodily tojman and
beast.The wise man made sure to select the site of his house with that i6 (Damthher,

1964: 92).

However, even if builders managed to avoid siting a house on a dangerous or liminal
space (fairies were believed to congregate not only in foutsalsoin dn-betweeid places
such as crossroads or parish boundarteg) home itself would still need etrg protective
charms.Most of these are physical rites, and some of these are sllarman remarks in his
afterword to traditional folk taléThe Rabbité Rockd dlJn many parts of Ireland the notion
of silence is paramount when dealing with theu per nat ur al é Words and
assumed, had some sort of negating supernatural power of their own which would thwart all
best efforts of mans to deal with fairy powedr§Curran2008: 33).Curran documents the
role of silence in the sinister courighitual of 6The Dumb Suppér a rite that he claisican
result in excommunicatio(Curran2008 271-289). This idea of silence and feasendemic
gualities of the Gothic home is explored furtheCinapter Twaand Chapter Five However,
the spoken worih the homas also important, and is linked wiflowerful incantationsThe
need to protect the home from malignant forces calls for charms to be uttered, and for

cautionary tales to be transmitted from generation to generation.

Home is Where thédeart(h) Is

It is worthwhile considering the role of the hearth in the preservation of folklbie was the
focal point of the homefrom which taleswere traditionally transrtted In ancient Irish
crannogs, hutsand later, cottagethe hearttwas literally the central parthe heart(h)of the

home, placed there so all parts of the home could benefit from warmth and light. The hearth
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would have initially been venerated for its {feeserving heat and provision thfe facility

for cooking foa. However, tle status of the heartbrew and become more complex as
folkloric traditions and superstitions began to evolve arounblainy legends attach to the
importance of keeping the fire lit, even to the extent that if a family moved home, live coals
were taken from the old home to put in the new one (Lyons, 2013). It was such an important
place that a fragment of an old hearth was often incorporated into the building on a new one.
This hearth was also regarded as a significant place in folkloraca f be protectednder

the flagstone of the hearth is where good luck charms and sacrificial animal remains have
been found throughout Ireland in Dublin, Meath and Westmeath as cited in Lyons (2013).
From early fish culture through to the twenfiyst century, the hearth was the hub of the
home;it is the place where folktales were collected by Itigh Folklore @mmissionand it
remains a place where stories are told and refh@ significance of the hearth is also
considered in detail i€hapter Fve, which deals with the transmission of a set of folktales
concerninga Gothic home.

Many rural Irish homes are still mapped today by domestic charms and rituals that
have explicit links with older rites initiallglevisedto protect homes from fairy invasion.
Angering the fairieswas believed toresult in many unfortunate effects, among them
poltergeist activity, animal ailments, human sicknasd deathso every attempt to placate
them was madéDanaher 1964)Water thatfeet were washed in was kept and sprinkled
outside the house as a protective charm, for according to folklore, the fairies were fastidious
and would stay away from these contamingbénihan andsreen 2003)These stories act as
cautionary tales whereaslenliness within théouseor failure to perform domestic rites in a
satisfactory manner attrapunishment from the fairies. This also ties in to the practical
custom of keeping pollutants outside the holUdeere are many legends attached to events

that unfold when the house is polluted, contaminated with dirty footwater, pooling blood or
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faeces. For when a pollutant enters the house, it allows the trespass of malignant intruders
and the chaos they may bringhis house is disrupted and becomes a site of anxety.
Heimlichspace of secrecy is transformed intdarheimlichone of strangéisruptions

The advent of Christianityo Ireland from around 432 ADdid not entirely dispel
these protective custom#. anything, it preserved these rites within a fresh lexicon of
Christian imagery and mythologit. even added new rituals such as the bloody festival of
Martinmas, celebrated on the eve of th& @November in honour of St. Martin of Tours by
slaughteing the weakest animal or fowl in therimyard and smearing its bloadthe corners
of rooms to invoke protection for the home (O Suilleabhain 1957:62%8New, protective
Christianicons were added to the Irish domestic sptee Sacred Heart, the Child of Prague,
the Padre Pio image, the St. Benedict medatl the holy water stoupn Ireland, social
memory as defined by Connertdd989), works to preserwbese legends around protective
ritual though commemorative ritesathare still enacteavithin homes Many of these are
domestic rites that have emerged from folklore, been Christigrasebare still observed
through custonand practiceln Ireland, Christianity, with its rituals, becomes a kind of living
repository forsuperstitiousand cautionaryfolk customs (ompiseog$. These hybrid pagan
Christian rituals carried out within the home ensure that folklore lives on through bodily rites,
and thatit becomes instinctivandreflexive. In his Irish Folk Custom and BeligNdsanna
agus Piseoga na nGaelpean O Stilleabhain explains how rituals guarding against fairies

become Christianise@nd how holy water became a replacement for the pollutant of urine

As it was feared that the fairies were always trying to takeeasfilyiborn male children, as

well as women in chikdbed (to nurse them in fairyland), every effort was made to protect

both mother and baby from abduction of this kind. Some of the means used were: Brat Bhride
(St. Brigids cloak: a cloth exposed on the @fder feast), oatmeal (given to the mother

when the baby had been born), urine (sprinkled in the room); a piece of iron or a cinder
(aingeal) concealed in the bdbydress; the tongs placed across the cradle; unsalted butter
placed in the balig mouth; aed ribbon tied across the cradle, and scores of other similar
talismans. Holy water was, of course, in later times regarded as being very efficacious in
preserving both mother and chil@® Suilleabhain 1967: 30)
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Homes are blessed by priesisst as inan earliererg people threw out dirty foet
water to keep the house free from fairies. The St. Bridgetoss, woven from rushes, still
decorateshe houses of many elderly people in Ireland. It is traditionally put up to protect a
house from fire with St Brigid herself being the ancestor of the sun goddess, Brid,
traditionally assoated with fire and the hearth. Thaeshold, which marked the perimeter
of the home merited special protective ritualBlessedmedals of St. Benedictvith the
inscription Vade Retro Satan@Step back, Saté are put under carpets and rugs close to
the front door to protect the entry point to the house, just as in earlier times cockerels were
buried at the threshold, or even earlier, when live animals were interreith With walls
(Lyons 2013) Connerton (1989) has discussed the significance of these kind of performative
rites as ways in which memory lingers in lived practice, and we can consider them as equally
significant for creating the Gothic sense of otherness peavades the Irish home in
contemporary culturaVe will now consider how artists draw from these legends, riarads

traditions to cre& pieces that are distinctively Irish and Gothic.

This blend of legend and Gothic, past tales and contemporary culture forms the
cornerstone of the work of contemporary artist Michael Fortune. His artistAmookd The
House(2010) represents a collaborative archival project, a collection of photogiETs
around the houses of pupils of Coldiste Abbain and Ramsgate Community School, both
situatedin County Wexford in the soutkeast of Ireland The photographs, taken by the
students, offer an insight into vernacular systems of design and decoratiwalidomestic
spaces, and the repository of mixed Catholicism and superstition that is still evident there.
Teresa Colfais Font at the Front Doo(Fig. 18 illustrates the importance of blessing oneself
with holy water when leaving the house as a proteatharm.Nannys House, Ballyhack

(Fig. 19, a photograph by Karen Ryan, offers a clageof two venacular domestic Irish
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tropes:the Sacred Heart icon with a St. BriggdCross tucked behind & double methoodf
Catholic protection invoked in the home. Similarly, Tar@&C@nnots Sacred Heart by the
televisionofferstheincongruous contemporary juxtaposition of a home computer with a large
Sacred Heart paintingThe Sacred Hearicon mentioned earlier in thehapter in the
discussion of Mahé House of Thornss a familiar sight in many Irish houses, a generic
image with a red light burning beneath. It features Christ exposing his heart surrounded by
thorns, an image associated with the twelve promises of the Sacred Heart (appropriated into
Irish culture frommystic revelations to a French saint in the@$.7This connects the image

with the idea of protection; the ninth promise of the Sacred Heart Kewidj bless every

place where an image of My Heart shall be exposedhambure@ The Sacred Heart
functons therefore as an icon of luck and protection, just as theldated clover or the
horseshoe did previously. In fact, the horseshoe makes an appearance in another image by
Karen RyanPadre Pio with Horse Shoe and Hor@eg. 20. The horseshoe and iise refer

to the traditional use of iron in folklore to repel fairies and witches, the old tradition of the
lucky horseshaeand the careful storage of this luck inside the house (the horseshoe is hung
with ends pointing upwards to act asontainer ofluck). St. Padre Pio was an Italian monk
venerated in Ireland for his manifestation of stigmata, his ability-todaite and above all,

for his miraculous healing powers experienced at first hand by Irish pilgrims to Italy in the
19%0s and 196s Throughits candid imagesAroundthe Housereveals a wealth of visual
information about the prevalence etiperstitions and charms contemporary society.
Fortunés collaborative methods used here and the ethnographic considerations underlying

them will be examrmed in some detail later on in this chapter.
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Figs. 1820. (From left to right): Teresa Colfer(2010)Font at the FrontDoorKar en RyuamyDd s
House, Ballyhack Karen Ryan& Padre Pio with Horse Shoe and HorsErom Michael
Fortune (2010)Around the Houseproject. Artist book.

Contemporary Irish artists referenamages of anxiety, disrupticand transgression
that cling to these folk legends orderto create pieces th@bsitionhome as an uncanny
space.These Gothic workare infusedwith Irish folklore, in their subject matteterived
from legends and superstitions, in their usethd folkloric notion of dittle-narrative$
(Lyotard 1984: 60jandin their attempts to map impob$e stories onto possible siteEhe
first of these arsits | will discuss is Alice Maher, whareatesmages of strange, embattled

homes that invoke both folk rituals and a Gothic sense of transgression and disruption.

The Art of Transformation

Alice Maher exhibits a continuing preoccupation with the functadnfolk legends in
establishing boundariewithin the home Her sculptural piece$taircase(1997) a set of
wooden, thorrstudded steps, repels the possibilitypoth intimacy andiccesgFigs. 2122).

MaheiGs frequent fabrication of diminutive objedtsoughout her oeuvr@ike herHouse of
Thornsdiscussed earlieguggests an implicit link with thévee folkb or the fairy folk. Her
site-specific workCell (1991) on the other handises natral materials on a large scate

create an impenetrable tangle of briars that wrap around in a circular fashion, in a manner that

evokes the palace of the Sleeping Bediig. 23. The name of the piece, and the site in
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which it was constructed (the historic Kilmainham Gaol, homgetwerations of Irish rebels)
both suggest a feeling of faitgle confinement mingled with allusions to a more troubled

and uneasy space.

Figs 2123, Alice Maher (from left to right): Staircase(1997) Staircaseas part of Acre (1997)and
Cell (1991) Sculptural installations.

Ma h eiceded sculptureof 2003, Mnemosyngbrings together themes of memory
and recurrencéFig. 24. Maher frequently and fluidly referenc&eek, Roman and Irish
mythologiesin her work. The nam®nemosynelerives from the Titan mother of the Muses,
the goddess of memory, remembkrarand time, This large ideed wasfirst displayed in
Brighton and was reconstituted for her 2013 IMMA retrospectivggecoming Here the bed
becomes a site of memory, a placeéh@ home where event®m birth to death take place. It
also acts asa living metaphorfor memory itself, which ebbs and flows, remembers and
forgets Keep(1993) uses architectural forms to create a cautionary;teyspacé€Fig. 25.
Keepis constrated from hair which Maher collected from barbershop floansBelfast
which was tied and knotted together into thick ropes and suspended from a steel frame. Its
distinctive form references ancient Irish keegpsd alludes to the Rapunzel myth, besh
legend (particularly the migratory legerithe Seal Woman and her Skimndalsoto seminal
works of Gothic fiction such a¥he Castle of Otrant@and The Monk.Keeps feminist

overtones are discussed later, withipemdereadeading of Mahds workin Chapter Three
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Figs. 2425, Alice Maher (from left to right): Mnemosyne (2003} Keep (1992). Sculptural
installations.

This idea ofhome as a place to be defendeidhome as a place of dangaiso runs
like a seamthrough Maheis work, especiallythrough her sculptural piees based on
childrerts clothing. Berry Dress(1994), Bee Dress(1994) andNettle Coat(1996) all
emphasisehow familiar objectscan becomepotentially dangerous oned-igs. 2628).
MaheiGs work often has a strong autobiographical bent, referencing her own childhood in
rural Tipperary.Berry Dressand Bee Dresselate to other pieces linked with notions of
childhood, transformation and magic such &se Thicket series (1991). However, the
eponymousBerry Dress(Fig. 26 is composed of rosehip berries fastened to the dress with
sewing pins, forming a wickedly sharp lattice of needles inside the dressSesaif Kissane
has identified this dress as both a version of the Iron Maiden andaaisitgon of the trope of
the vaginadentata(Kissane2012: 25. The tiny Bee DresqFig. 27 wasmade in a similar
vein using clusters of dead stinging bees, cotton and wire to form a dress that Maher
explicitly relates to the wid of witchcraft and folklored imagined a mantle made of living
creatures. All my familiars in the wodd(O&hea, 1997). These pieces relate ltish

traditions and culture and arieh in referencego thedark undersidef folklore. As Morris
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puts it d\Nettles, berries, brambles and thickets all locked into a temporal shape, shifting:
sculptural changelings beneath which stings or grief are hid(arris 2013: 85) In
describing helNettle Coat(1996) Maher also responds directly to the Irish fol&taf the
Children of Lir in an interview with Katy Deepwell:

The little jacket from the stinging nettles is like this. If you imagine wearing it, you could be
transformed into another being. The source is the fairy iidmg Children of Lio. Ités about
children who were changed i nt o Gsanctharverstoy t hei
in Grimmés fiThe Swan Childredin which the daughter is set the task to save them by
weaving each of them a mantle from stinging nettles which she throws over the swans

prefer this version. | made this little jacket, and it is full of the notion of change and the power

of magic garmentDeepwell, 2005a: 130)

This piece is a small woven coat, made of nettle, pins and h@Rger28. The
materials are chosen tecall the Grimm version of the story, to subvert the notion of
clothing as comfortable, and to mirror the elaborate nature of the plan woven by the wicked
stepmother with the careful stitching of this strange garment. Natransformation of the
mundar artefacts of the domestic in thssirreal, supernaturéshionis supremely Gothic.

This idea of surrealism as part of a Gothic aesthetic has been discussethtrothection

and is taken up in some detail @hapter ThreeMahes work, in many ways, fulfils the
original function of folkloric tales; through her depictions of dark domesticity, she
continuously works to subvert home as a welcoming space. Maher defines boundaries using
repellent materials, using striking mnemonic aisdevices to inscribe them in memory. She
references stories of danger and transgression and translates strange stories from folklore into

forms that are at once ancient and modern.

69



Chapter 1 Home of Legend

Figs. 2628. Alice Maher (From left to right): Berry Dress(1994),Bee Dresq1994) andNettle Coat
(1996) Sculptures.

The Art of Interpretation

Alice Maheis work illustrates the ambivalent role women play in Irish legefidi®mestic
space.Chapter Thredocuses on theleconstrugbn of contemporary art works that depict
women as passive and confined, a trope aligned witbpgpeessiveole ofthe Irish Church
and 3ate since the 193 However,beforedoing sq it is interesting to note the active and
often transgressive roles women play in earlier;@nestian legendsThe house of folklore

is threatened from without fronmvasion by fairy folk, banshees and other supernatural
beings as well subverted withiry bvomen who eject their domestic rolenithese legends,
the role of the woman idomestic space is ambivalekitithin these talesshe is the nurter,

the protector, the motheHowever, in many legends, the womalso subverts the idea of
Gatural ordej she is aligned with the archetypes of the ithe banshee, the faivwoman

and the changeling. The creation of these characters leads to a subverted and subversive
home, where familiar territory grows hostile. Within this hostile house, the pefualty
transgression could be high. In 1895, in a chilling,-héalvariant of the migratory legend

The Changelinga woman called Bridget Cleary was burned alive in her own hearth in
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Tipperary by her husband Micha€learywho insisted thahis wife was a changeling, and

that he was therefore innocent of murdering dasual wife whom he believed had been
abducted by the fairiesn fact, he and his mother had tortuigddget Clearyfor three days

to try to force her the alleged changelifgo retun his wife. To this day, this powerful story

of allegeddoppelgangesr and domestic horror is immortalised in a local chilGehyme,

which poses the conundrumAre you a witch or are you a fairy, / Or are you the wife of
Michael Cleary®@ This sinisterstory and the primitive belief that gave rise to it are also
captured in other migratory legend$ie Witch as HaréMLSIT 3056) isa migratory legend
thatfocuseson the idea of the aberrant woman. In thish variant of the master legeral,

hare suckling milk from aaw is surprised by a huntsmamdthenwounded by his dogs.
Later in the story, the hare disappears into an old wéwaibin. When the huntsmamters,

the hare has disappeared batnotices blood drfpng from the old womais side; she is both
witch and hareThe witchs defilement of her own domestic space with bipotutants
marks her out as a transgressor of the boundaries of home and she is punished by the male
figure of the huntsmarAlthough in folktalesthe witch issometimesepresented as a folk
healer like Biddy Earley or Moll Anthony, sheaienmoremalevolent. She is th#®thebof

Irish folklore, the evil protagonist who propels the drama towards its inevitable end, as Khair
describes:

éthe Other remains t hedadthiaditnplt is whenfthe ®Othér per c
entersi as Satan, demon, orphan, the outsider, vampire, ghosCmistian gods, sexually

dangerous women, racially different charactersiethat the action of wst Gothic narratives

really commences. And they usually end with the predictable destruction or containment of

this Otherness. (Khair 2009: 6)

Folklorist Deirdre Nuttal{1998)has commented of the archetygfehe witch in Irish
legends: ~eminine quaties that are not safely contained, invisible, in a domestic

environment,become overt and thus offensbNuttall 1998: 38).However the witclts
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malice is often limited to domestic affairs such as concocting potions, laying charms, and (as

is the casén these legendsjn shapeshifting andtransformation.

In Irish contemporary art, this tension between female archetypegerdered,
societal roless also explored and articulated by artist Rita Duffy. This chapter looks in some
detail at her interptation and retelling of the migratory legendTdfe Seal Woman and Her
Skin (ML 4080), a tale comparable tdhe Witch & Hare in terms of its subversive
protagonistin DuffyGs art, home is &othicspacefransgressed and divided by the forces of
politics and contrary narratives, as explored in a further examination of her wGHapter
Two. For Duffy, homes arBminal zones and open tesudden and subversiw@nsformatios;
she is fascinated by bordetmundaries and strange spadesher work Duffy is influenced
by two key factorsher own life in Belfast, a contested piglal zone and site of conflicgnd
her mixed upbringing between Southern and Northern Irelahth resultedn herfeeling
Gn-betweed two cultures(Deepwell 2005: 44)Duffyés divided loyalties, towards Offaly in
the South and Belfast in the North, are further exploregchiapter TwoArctic Circus(2012
2013) is an exhibition of Duffs work that ran inWest Cork Arts Centreand which
illustrates Duffys response to Irish, Scottish and Norwegian variants of the migratory legend
The Seal Woman and Her SKkigs. 2930). This story features the theme of women taken
or impirisoned by supernatural forces; in Irish folklore thalsducted womearedescribed as
Qut in org Gtrucky or swepd (Wallace, 2013) Arctic Circus featured a body of work
completedbn a threemonth residency in Norway amhliringa trip to the Arctic Circle. Duffy
has a deep interest in identity, culturelastorytelling as evidenced her description of the
work: érhe images | worked on are in response to stories gathered from all around Ireland.
These were stories kehrd as a chifiilDeepwell, 2005b: 132)The story tells of dnerrowd
or mermaid fromrlir fo Thoinn(the Land Under the Sea) who is trapped by a fisherman into

marriage by dint of stealing and locking up her stah. On recovering it, she abandons her
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husband and children to return to the sea. This tale is told imietyaf locales arond
Ireland.Oneof the strongest variantsfound inthe West of Ireland, i€ountyMayo, where
according to folklorist TJ. Westropp, a specific family, the Kinealgse descendants of the
original Seal Woman Westropp2000: 236). The story uses th®pe of the imprisoned
woman found in both folklore and the Gothic. It is a story that can be read asseen¢gtion
of female frustrationand of entrapment within marriage. The act of entrapment by the
husband can be read as punishment for otherneted oat by the patriarchy. Like many
Gothic tales, it is also a story of transformation, both physical and metaphorical. The Seal
Womarts dramatic repudiation of her home and children can only be explained by her shape
shifting; she literally becomes a fdifent being in order to escape her domestic tolérish
folklore, these shapsghifters are represented as transgressive chartiwd¢represenvomen
who live outside the preordainéadormabroles of woman in society.

In Arctic Circus(2011) Duffy works with a variety of media to interpret the story of
The Seal Woman and her Skider very title evokes Bahktia (198!) notion of the
carnivalesqueijt draws bgether the famous Irish circé@uffyé& Circug) with the Arctic
Circle whereshe was inspired to make many ofdbpieces. Like Maher, Duff work is at
once ancient and contemporary. The influence of her domestic environment during her
Scandinavian residency informs her womieces from this show includexpressionist
canvaseslepictingpowerful, archetypal female figures struggling through Arctic landscapes
but also an intriguing set of small sculptures made of soap, like scrimshaw pieces
tradiionally carved by sailors fronbone. One of these small sculptureGrowl (2011)
features a shapsghifter; a woman who appears to be in the process of transforming into a
bear, her splayed hands sprouting bear cléwg. 29. However,for the purpose of this
investigationthe most interestingvork in this showis Mantel (2011), a striehed seakkin

tent, suspended on willopoles within which playeda selection of collected and recorded
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folk tales(Fig. 30). The name itself carries echoes of a medieval cloak and the mantel of the
hearth, the traditional site of stetglling in the lome. The soungiece for thisinstallation

was the result of collaboratiowith storyteller Nuala Hayes and musician Ellen Cranitch.
Although constructed in a gallery space, this piece offered viewers the chance to experience a
peculiar domestic space, normative in the Ardbiaf strange here in both the context of
Ireland andof the gallery setting. The adaf telling and listening, though artificially
constructed through the digital recordings, replisdkee oral transmission of the original
tales. Visitors to this show became participants in the culture of oral folkleemacting the

role of the listener. These behavioural requirements of sitting in the tent, of listenthgf
passively receiving the transmission of the tales all point to Condertb®89) idea of how
social memory is transmitted through bodily ritesl aepetition. The variety of folk tales
recorded were drawn from Norwegian, Scottish and Irish culture; presented together they
enable an understanding of the nature of migratory legends, which appear, with variations
from country to countryThis instalation also allowedvisitors to experience the sensory
engagement of hearing the taletbé Seal Woman and her Skiithin a domestic space

made of seaskin, enacting the feeling of confinement in the tale, and adding a level of

authenticity to the audiee experience.

Figs.29-30. Rita Duffy (2011) Arctic Circus (from left to right): Growl (2011) Sculpture; Mantel
(2011) lllustration of installation.

74



Chapter 1 Home of Legend

The Art of Engagement

Folklore is endemic in Irish lived practice, preserved througlpthetice of commemorative
and bodily rites (Connerton, 1989). This folkloric legacy has resulted in a library of
narratives, imagesand rituals related to domestic strangen€hs legacyis referenced in the
production of contemporary Gothic fine avhich respond to these tales ant tradtions
preserved through memornalysis of the work of Duffy and Maher shows that fine art can
work to preserve elements of folk traditions by referencing them in the creation of Gothic
artefacts.Dark tales of dmesticity shapeontemporaryGothic visions of the home in the
work of both artists. Both artists work in an informed and sensitive manner with these ancient
folk tales, translating them into contemporary visual culture. In the case of Maher and Duffy,
thar response to their subject matter can also be framed within discourses of gender and
identity. Both artists make profoundly Gothic work that is informed by lived experience and
the social memory of tales and their tellers. Maher views her work as awzmte of
tradition; she updates the cautionary nature of the tales and makes them explicit within her
own idiomatic lexicon of visual image®uffy translates archetypes into her work, and
illustrates their story through a variety of visual means. Balstiong champions of folklore
and work to translate these dark tales into contemporary settingso aeference their
original function asautionary tale and as mappers of boundaries

Fine art can also bring folkloric themes to different audiencesigir exhibitions and
other forms of disseminatioiihe siting of workwithin agallery space raises questions about
the transmission of these tales. It offers a way in whidime art practicecan work to
transmt folk practices and narrativesuch Gothic art is still largely situated within the
gallery space and accessible primarily to the community which frequents these places, which

can be an inhibitor for democratamd natural modes afissemination. Mahé sculptural
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installations have geared in parks and other negotiated public spaces. Duffy also uses
certain aspects of ethnography in her collaborative work sudhaasel (2011). Recently,

both Maher and Duffy have experimented with leased media, which offers more
accessible methods display, and is moreeadily absorbethrough the everyday democracy

of photography and film in popular culture. However, theseks are for the most part still
sited in. andmediated bya gallery setting.

The evolution of social practice in art haféered new and exciting ways for artists to
engage outside the traditional venues of galleries and art scidadsis captured in this
chapter as a methodology used by Lynch, Fortune and Lambert, Connolly Cleary, and later,
in Chapter Fiveas the foundation for a complete projgeemembering Wildgoose Lodge.
Social practice is an approach to art that involves engaging with communities of interest and
documenting the result. It is collaborative, democyatie involves a sharing of knowlgel
between experts in art and experts in the subject of investigation. Commentators like Claire
Doherty in herFrom Site to Situatiomanifesto (2004) consider social practice as revolving
around the drawing together of communities using space as a pmgeeas of establishing
a common locus. An understandingsofcially-engagedart is pivotal to a full understanding
of how folklore, the Gothic and visual practice can come together in an animated and
egalitarian waySocially-engagedrt in Ireland has cwucted a lively dialogue with folklore
through the work of artists such as Sean Lynch that actively explore strange, liminal, Gothic
spaces in Ireland. The art of social practice seeks to involveptidic in mutual
collaboration;it has been related tther engaged forms of fine adhther terms that share
some kinship with social practice: activist art, social work, protest performance, performance,
ethnography, community art, relational aesthetics, conversation pieces, action éesearch
(Jackson, 2008136). Of all of thesenethodsit is ethnographic art practicéhat is themost

relevant form when we discuss the way that folklore engagscontemporary Gothic art
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as ethnography is thesearch of peoples and cultures atsb the main mode aftudying
folklore. This chapter has alreadgxamined the works of artists who have interpreted old
Irish tales and customs, reviving them within a contemporary context, in new and interesting
ways.In the work of many contemporary artists including Mahet Buffy there aredefinite
echoes of folk memory in dark stories with domestic therhksvever, ethnographic art
considers folklore in the sense of a living entithis connects withDunde$s notions of
folklore as eternally new, continually evolvingind instinctively responding to new
circumstances, as outlined in fisban Folklore from the Paperwork Empi(Bundesl975)

This is an exciting way to consider folklore as a contemporary practice, existing side by side
with evolving fine art practice. @iollain also claims that folklore has been reinvented by
new translations and transmutations:

The point is that the continuity of traditional cultural elements is not necessarily compromised
by embracing, rat her t han r & she sitavoidaple andhno d er n
necessary engagement that every living tradition makes witimct @@Giollain 2000: 2)

The last case study of this chapter therefooeisesmainly on the ethnographic astork of
artists Aileen Lambertand Michael Fortunevhose art is based around notions of collecting,
preseving and disseminating folklor&ortune and Lambdi work can be seen asdaving
Gothiad working with living traditions that stitchhemselves through history and culture to
emergein the presentlay, their elements changed, btiteir roots evidentThis isa kind of
local Gothic that bubbles from the ground fe thidden springs of holy welendfrom the
strange superstitions that cling like cloth scraps round sacretleegyThis idea of local
Gothic as a collection of countaarrativess morefully explored in fieldwork conducted for
Chapter Five These stories possessiarkness of otherness found in shared stories, heard in
pockets of the country, stories of pure terror, distinct, regi@mal set in a specific locale.
These are stories about forbidden places, behavioural codes transgessbeites not

followed. They appear as fireside tales andappear as urban legends. In the work of
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ethnographic artists such as Michael Fortunefine the line between fine art practice and
folklore itself almost disappearinghe ethnographic art practice of Fortune presents exciting
possibilities for both folklore and fine art practice in termpaticipation and audience. This
artis made in chaboration with community participants, it is screened in the communities of
production as well as in gallerieand it acts to revive and foreground pockets of culture that
might otherwise lie undiscovered; therefore this chapter sees it as the mdstasigof all
modes of current fine art practice in referencing folklore in contemporary culture.

Michael Fortunés practice is based arouethnography the collection of folktales,
customs, curses and rituals. Most of his interest derives from hisuptainging in rural
Wexford, as part of a community suffused with superstigad folk traditions. Hisvideo
piece, We Invented Hallowen (2010) bears witness to authentic folkloric roots of his
practice (Figs. 3132). This piece is composed of five fisnthat play recorded events of
Halloweten night in Wexford, each year from 2005 to 20A0ross these films, generally
displayed simultaneously playing on five monitors, viewers watch the&artisbther, a
middle-aged woman, as she dresses up in a sefriglaborate, homenade costumes, panting
and coughing with efi® as she does so. The artist, her gersilent, his bobbing video
camera following her as she treads antreads the same path through the darkness of the
October twilight to her own mo#s house, where, in film after film, year after year, she
ritually fools her into thinking she is one of her own gigi@ndchildrenThese video pieces
portray in detail this Fortune family tradition, itself based on the Irish folk practigeisihg
or disguising at Hallow@&n, a practiceghat is regarded by folklorists to be an attempt to
confuse the spirit world on this liminal night when the dead are popularly supposed to walk.
In We Invented Hallowee(2010) Fortune ses the specific medd of autcethnography a
fusion of artist autobiography and ethnograghgt will be explored in more detail in

Chapter Five Autoethnography cangse problems of communicatioih;the context is too
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specific it can be selhdulgent, or incomprehensib{&oster 1995)However, n this piece,

Fortune achieves a balance of embedded ethnography and dispassionate obdeoviatien.
presents this intimate family ritual without emotion, sentimentadityeven commentary. His
absence from the frame is of aptith only a few sidelong glances from his family revealing

the presence of the camera. These film pieces are presented as evidence of the survival of
these folk traditions in cultural memomnd crucially, as evidence of how folklore can

mutate and evee within the home to create new and strange customs in everyday life.

Figs. 31-32. Michael Fortune (20052010)We Invented HalloweenFilm stills.

Many of Fortuné commissions are through public art schemes and local art
commissions. Somef these projectare carried out with young people in schools and homes,
some with older people in their homes, in social situations or residential care; the resulting
work, most often in the form of DVDs, is often housed in a mixture of community asghive
galleries and folklore collection§pecific examples afhese projects ar8poken Treasure
(2006), Thats What We Wer e (2000),Thafs TrAey You &iyog2005), A
Walk In The May De\2007),Eggs in the Drills(2008),Half for You, Half for M (2010),
Following the Whitethorrf2010), Never pick a gagyo off the ground2010) andThe Fall of
the Leaf(2010).Fortunefocuseson working with specific sites and communities in order to
collect stories and rituals that inform their communal idenfliyis is one of the most

interesting intersections of all, when histories, stordesl memories converge to creéte
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kind of docal Gothi® already discussed; a shared coumigrative witha clear and direct

link to the folklore it draws fromThis kind of Gothic, though it manifests in cities, is more
frequently found in rural areas, where memories are, Istayies bear telling ane-telling,

and the tales areeinvented to take on new forms aadcompass new referencésarises

from partfolkloric superstition, par€atholic mysticism ands centred around memories of

land, contested ownership, significant sites and the stories that arise from them and around
them.The ethnographic practice of artists such as Fortune will form part of theftwvagie
fieldwork methodologies developed for useGhapter Five Fortunés use of online video
platforms like Vimeo and YouTube to show film piedess/e also brought his work teew

and diverseonline audiencs. Aesthetically his films seem naive in technique; he often uses
handheld cameras to signify veracity, his presentation style is plain and he uses a still focus to
signify a detachment from the aesthetics of fine art film. His film narratives may appear as art
with the atist missing, but his authorial presentdgough invisible,can be seen through his
editing andhis selection of storiefor the finished films. The method of filming sets up an
immediate relationship between the speaker and the viewer that mimics diimrah
dynamicof speaker and listener in the act of {edking. Sweeney commentsd this process

of transmissiondlhe storyteller and the listener established the dynamic between performer
and audience in Irish homes around the country. Stories pesmsed on and elaborated as

they were transmitted by word of mouth (bealoidé¢syveeney 2009: 25).

Bud Macks Hill (2012) wasproduced for Trané&rt Cavan and funded by The
International Fund for Ireland, The Arts Council and Cavan County Council. This piece
offers a deadpan montage of children, filmed in kitchens across Cavan as they tell stories of
banshees, of a mysterious $®cat apparition and even of an entity that manifests through
repeated viewings of tHE993film Hocus Pocusin the film, the modern kitchen replaces the

hearth as a site of strange storidortune uses a fixefdlame to create a relaxed,
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conversationahtmosphereThis work foregrounds the folk culture of storytellirggtuating

home as a site of terror associated with the traditional transmission of horror through fireside
tales. The films capture a distinctive atmosphere of Irish Gothic, a kind of \home
Unheimlich Gothic may be abouttleerness, Fortune seems to say, luisia shared
otherness, within a community, forming part of local, regional and national ideitiyin

the rural setting oBud Macks Hill (2012) the survival of folk stories appears as a natural
thing, the small community locally have passed on these stories from generation to
generation. They are a testament to individual memory recalled by the subjects, based on the
larger colective memoy of the communityand a social memory of repetition. These
vernacular Gothic tales survive in Ireland as part of a living Gothic tradition; despite the
competition offered by television, internet and other sources, there is still a healthy tradition
of storytelling and oral culture in Ireland. This sense of a very particular type of local Gothic,
endemic to a specific rural area relatethtwidea ofBog Gothiéd OdVahoney uses the term

to denote a rural, smatibwn archive of stories that hold a vergripcular meaning for local

residents; this relates to ideas of local or vernacular Gothic constituted by ethnographic art.

This is not to say that the Gothic homen&iveonly to the countrysideThe work of
architectsturnedartists Anne Cleary and Des Connolly known collectively asConnolly
Cleary) also testifies to this idea of a living tradition of folklore in urban Irish settings. Their
enormous film projecMoving Dublin(20082009) illustrates the persistence of memory and
folktales in spite of the contemporary growth of urban sprawl in D\Blops. 3334). In this
psychogeographical, sispecific series of films pieces, Connolly Cleary map the strange
underside of Duln as a site of stories araf remnants of an earlier culture. This project is
linked to ideas of urban space as a container of legend and old tales; and as a site of new
urban legend¢hat evolve fronthese. It issociallengagedand publicly presentedt is also

psychogeographical and sieecific. Connolly Cleary are fascinated by the passage of time,
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and the accelerated growth of a city that now covergdiaé countryside around Dublin. In

this they are influenced by their own architectural trgnin Paris and exposure to ideas by

de Certeau (specifically in relation bis 1984 essay\Valking InThe City, Guy Debord, the
Situationists andtherseminal writings on psychogeograpMoving Dublinis a hymn to the

city as home; it highlights thenganny nature of city environment and explores the dark
layers of folklore that underlie contemporary urban reality. Most interesting are the pieces
from Moving Dublinthat are based on the collected storieseanchai(storyteller) Malachi
Hogan. Film pieces contained iRoly Turf such asGhost Storyutilise Hogaids folklore
narratives drawn from his bodkalachi Hogan Remembes&s recounted to George A. Little.
Connolly Cleargs aim was to construct a sense of the history and stories of theawdingd

to some extraordinary filmic juxtapositions. Ho@aGhost Story a taleof being followed

home by a mysterioyseadless strangeis recounted in the drab daylight of a modern
housing estate as Was amongmore pastoral settingéFigs. 33-34). Connolly Clearywant

to show the viewer the underlying reality beyond contaray appearancegB]ut this once
pastoral plain at the base of the mountains is not an ordinary place, no place really is.
Through the physical reality of today, we glimps®ther reality, a complex mixture of the
humdrum myth, association and memaor{2009: 45).The filmed segmentphysically
document the walks taken by Malachi logand the sites of his storieshile the voiceover

by German actor Florian Schneider aimhécaeating anthropological distance and emptying it

of its stage Irish potentidl(2009: 45) This fascinating work probes the notion ofycit
memory:the idea that the old stories survive and take new fdmShapter Two Connolly
Clearytss Moving Dublin film pieces are further considered in light of the legends of the
Hungry Grass and their significance in illustrating concerns during the Irish Great Famine of

184547 (An Gorta MO).
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Figs. 3334. Connolly Cleary (200#2008)Ghost Story Film still s from Ghost Storyas part of Moving
Dublin project.

The Banshee Lives In The Handball All@p042005)a film pieceby Fortune in
collaboration with partner Aileen Lambei also situated in the urban environmeait
Limerick city (Figs. 3536)°. Thetales told in this piecef the Green Lady, the Death Coach,
the headless coachmathe banshee and other incredible charactalistestify to the
remarkable survival of legends among mgupeople in urban communities ireland
Interestingly, the heaeés coachman also appears in several stories by Le Fanu, a testament
to his adolescence spent in Abington, County Limeri€kese films detract from the
common assumption that folklore in Ireland is somehow disappearing; on the caheaey
films exposethese Gothic stories as constantly evolving to incorporate references to urban
landmarks and icons of contemporary culture. These works also bear out BUY08&S)
assertion that folklore continues to be a living, breathing entity. As McDowell comments
dFlolklore is also lived in an organic sense. It is always reshaping and amassing, a culture
wide game of Chinese whispers, and it still exists today in urban legends, gossip and
conspiracy theorie§,(2012: 252). As in Connolly Cleaiy pieceHoly Turf, Fortune and
Lambert map the surreal and subversive stories and customs that are related, adapted and

transmitted, all within the broad parameters of what we constitute as home.

3 This piece is viewable ahttps://www.youtu be.com/watch?v=X764d7yCQFs

83


https://www.youtube.com/watch?v=X764d7yCQFs

Chapter 1 Home of Legend

Figs. 35-36. Michael Fortune and Aileen Lambert (20042005) The Bansheelives in the Handball
Alley. Film stills.

However, it is within Fortun& own home that the most potent memories and
outlandish folktales lieMy Grandfather was taken by the Fairig®06) features recordings
of Fortun€s mother (the star dlNVe InventecdHalloweer) and of other family members as
they reminisce about strange and supemahstories told about locals frotheir community
in rural Wexford. The camera pans slowly around Fodsineotheé kitchen as it captures
the ordinary domestic space which contrasts beautifully with the bizarre stories that the
protagonists recount to camefa.o r t wvarle i endlessly curious about these tales that
constitute social memory as well as folklore, §ist gaze is detached, appraising; hatizie
ethnographer. As Tuckays ofhim: His art practice continuously works to documents social
memories of fol k|l or e ad@&dorkmeaitiper eulogses rogoessunbri o n é |
senti ment al i siework tplowvwdes @adscunéent ofHhe carnivalesque of the

everyday, of hybrid fictions in which memoaig/both partial and repetiti@Tuck 2007:1).

Conclusions:Towards a Lived Practice
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Folklore is a key element in the formation of national, regionall@cel identity.It signifies
belonging and aeep connection with traditiodThe way you see me now is the way | really

am, and it is the way of my forefathé(grikson 1963:129)Folklore acts to map and define

local boundaries in the home and without. Dundes agrees, adding to this the value of folklore

to community identity:

Not only does folklore serve as a kind of autobiographical ethnography, a mirror made by the
people themselves, which reflects a gr@ugentity, but it also represents valuable data which

is relatively free from the outside obsernvdlssi as é Fol k1l ore gives a view
insideout rather than from the outsiden é | t is important to recogr
simply a way ofobtaining available data about identity for social scientisis.actually one

of the principal means by which an individual and a group discovers or estabfishor its

identity. (Dundesl1989 34-35)

This folkloric identity is still part of nation&identity in contemporary Ireland. It infuses
domestic rituals, the placement of obje@isd superstitions in the hontleat linger intothe
twenty-first century.This domestic location of the darker elements of folklore is illustrated in
an article by Corinne Purtill of th&lobal Postreporting on local calls for a bungalaw
Lixnaw, CountyKerry to be demolishedfter it became the site b¥e violent and accidental
deathg(6This Irish cottage may really be haunted by violent falyi€Fhis article features an
interview with local publican Paddy Quilter who describes the idea of a curspisea

being cast on the home

In the old days, they called it pise6@uilter says, a Gaelic term (pronouncedspawg)
meaning superstition, voodoo or anything suggesting a supernatural power abltneend.
were a lot of piseogs and ghosts before electricity cardéi@.a word someone might use to
explain an unusual amsettling phenomenao® the mysterious deaths of five residentsao
single cottage, for exampl@urtill 2014)

This folkloric identity isrealised in Iristartthrough ideas athe Gothic homeahome

thatboth preserves and transmits important tafesrggualsof Irish folklore. Artists draw on

4 Article viewable at
http://www.globalpost.com/dispatch/news/regions/europe/ireland/141029/ireland  -haunted-house-

lixnaw-piseog
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a range of memoriefrom personal to collective, to create images of dark domesticity drawn
from Irish folklore. The function ofounternarratives and secretles in folklore is echoed in

the tradition of Gothic fine art today; these fine art images often represent cautionary tales;
they warn the viewer that home is a more complex space than it might initially appear by
pregnting it as a space problematidy history, cultureand economic anxietieB1 Chapter

Five we will explore in more detail this function of the Gothic coumtarrative as cautionary
tale. The artists chosen for investigation in this chapter all interact with dark dorfakt
tales indifferent waysAlice Maheiis House(1995),Berry Dress(1994),Bee Dres$1994),
Nettle Coat (1996), Mnemosyne(2003), Cell (1991) and Staircase (1997) all reflect
traditional narratives andlsoissues relating to boundaries and transgression in ftdk.ta
The pieces by Rita Duffy completed fArctic Circus(2011) reference a specific migratory
legend, theSeal Woman and Her Skithrough a mixture of paintings, sculptures and
installations.Translations of dark domesticity into fine art practice oy display roots in
folklore, but can also illuminate and translate folk lege@mnolly Cleargs focus on the
folktales of Malachi Hogan in theiMoving Dublin (20082009) shows how even urban
projects are influenced by the underlying sense of toaditi tales and customBlichael
Fortunds The Banshee Lives in the Handball Al{@p042005)in cdlaboration with Aileen
Lambert and hisWe Invented Halloweef2011),Aroundthe Housg2010)andBud Macks

Hill (2012) have an ethnographic fodhat isclosely aligned to the act of folklore collection
itself. In Michael Fortun& work,home is restored to its ancestral role in terms of setting for
tales. His substitution of the modern kitchen for the hearth translates this site into
contemporary cultureFrom this traditional locus of tatelling in sites in Limerick and

Cavangemanatestrange storiewith cass of Gothic characters.

Through this practice of ethnographic art, collective memories of folklore (Durkheim

1912, Halbwachs, 1992) are preservBut alsaransformed added to, changed, adapted for
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modernsociety and preserved as a vernaculaing Gothic. This vernacular Gothic art also
works to disseminate these dark tales and their variants in contemporary society threugh site
specific work based in domestic settings, using democratic media such as film and
propagating these tales, motsd characters in local and community spaces. Through all the
modes of fine art explored in this chapter, from Méharansformation of fairytales into
sculptural pieces, to Duffg translation of legends told in childhood, to Connolly Cléary
interpretdion of domestic urban space as evoked by indigenous folk, taleSortunés
ethnographic art practice, the Irish home is seen as a repository of folklore, folk practices,
legends and superstitioriSortune and Lambe® work is particularly successful avoking

the contemporary traditions and ritual practices that stem from these old folktales and are
firmly enshrined in lived practicdn the work of these artists, memory acts as a repository of
folkloric images, tales and customs, but in all caseg, &rt acts as a catalyst for the re
interpretation and remagination of these domestic visions as profoundly Gotliire
influence of folklore helps explain part of the unease and anxiety that stems from depictions
of the home in contemporary fine art gtige. In folklore home is a space that urgently needs
protection frommalignantforces. The outside becomes somewhere to be feared, the inside
somewhere to be hidden and concealed; the very illustration afrtheimlichin relation to

the home. However, this idea of recurrence is not only germane to folklide Alice
MaheiGs Staircase(Figs. 2122), the evolution of the home in Irish history represeats
difficult and often painful journey, akirough the forces of éanial oppressionhome itself
becomes amfinitely more complex and Gothic space. In the next chapterth and South
[Post]Colonial Notions of Homewve explore how these Irish countearratives of the Gothic

home develofurtherin a series of historicand cultural contexts.
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In Ireland, the Gothic, with its necromantic interest in the transmission of thimggperty,
capital, curses, guiltacross generations, has had precisely the efiediworrying old
wound® (Backus 1999: 2434).

L0 -8 PE RS TR E G T

A NCI ENT ST ON E S

HOME

Fig. 37: Willie Doherty (1987)Home.Black and white photograph with text.

A rough landscape of stones fades into a mistisas up and obscures the horizon. The
shards of rocks are overlaid with Willie Dohe&gycharacteristicsans serifwhite text that
reads d_ost Perspeotes. Ancient Stones. HondeThis terse set of phrases sprawéemntoss
the surface oHome (1987) evoke Dohertys recurrent obsession with the Irish landscape,
ingrained as it is with a ruptured history, disfigured by trauma and weighead ldowpolitical
divisions (Fig. 3J. Although reminiscent of the work of Richard Long, Dohéstyivid
phaographic pieces are insistently Irish in theme. The significané®pfe in this context,

goes far beyond the concept of the individual or familgnépit widens to include aational
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definition of homeland. Doherly work consistently examines the caulictions and
complexities of attempting to create a nationally agreed notion of home in a country that has
been invaded and colonised, and that still remains partitioned. He challenges us to form this
definition of home in a way that embraces both Northétish and Southern Irish
perspectives. He asks how we can agree on an idea of home in a present that both maintains a
distance from the preolonial pastdost perspectives, ancient stoddgut that also resonates

with raw and urgent political and rglous tensions. Home, in Dohetypieces, is a place
where the past forcibly recunshich ishaunted bythe ghosts of colonialismnddarkened by
shadows of conflict. His liminal landscapes are often infused with fog and dusk, lending them
an ambiguity ad uncertainty. This sense of-letweenness imbues his work and is
frequently aggravated by his avoidance of signposts and identifying marks in the landscape,
so that the viewer is often abandoned without direction, a stranger in a strange land.
Dohertys work is further problemated as a product of his Northern Irish upbringing; it
needs to be read not only in the context of colonial resonance, but construed in the shadow of
twentieth century ethnic, religious and nationalistic conflict and the lastags shat this
leaves on the landscape. As David Punter points out idrti®ductior® to Postcolonial
Imaginings postcolonialism is predicated on the notion of a series of uncanny returns (Punter
2000: vi). Northern Irish Gothic art, even more thantBern Irish Gothic art, is infused with

this tragic sense of recurrence, which presents the viewer with a sedabemlichreturns

to different epochs in the timeline of the same contested territory. D&heaty is
characteristic of the striking amblemic responses provoked by not only by the inevitable
return of past and distant conflictajt alsg more immediatelyby the contemporary residue

of recent sectarian conflict. Throughout this chapter, we will constantly return to this difficult
and divided notiorof home and homeland emblematisin Dohertgs work,and his ideas of

split identity and haunted landscapéstt arealso teased out by a succession of artists
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including Dorothy Cross, Martina Cleary, Marianne Keating, Daphne Wright, David
Creedon, Michelle Horrigan, Rita Duffy, Patric Coogan, John KindaessPhilip Napier.
These artists all consider the iddasplits and divisions as they attentptdefine home and
identity as somewhere -ipetween Northern and Southern, Catholic and Protestant, Big
House and cottage, an elusive space somewhere between -#ecewveng past and an ever

changing present.

Chapte Two: North and South[Post]Colonial Notions of Hometherefore focuses
on the idea of national (re)constructions of the Irish home and Irish identity in contemporary
visual culture. It looks at how these core conceptsoohdr and identity are problenssd
equally by colonial shadows and the changing and complex strands of postcolonial identity.
This chapter considers the recurrent theme of the thesis, the resurrection of the Gothic home,
which is referenced as a site of superstition and ritual protestiChapter One The Home
of Folklore,as a dangerous place for womerCinapter ThreedNVomen Who C@ahSeem To
Get Out Of The HougeDomesticity, Abjection and the Uncanmg an unstable and haunted
commodity in Chapter Four [Re] Animating the GhosEstatesand as a repressed and
recurrent space of trauma {Dhapter Five Homework Remembering/Nildgoose Lodge
However,this chaper focusesspecifically on the idea of the Gothic home in Ireland as split,
endangered and contested. It views home as@ @ndasa concept, both of which suffer
from sharp divisions in several political, historical, cultural and social contexts. It attempts to
set out how Irish notions of home are informed by the precarious, fractured and divided
domestic spaces that enaam from colonial rule, Penal Laws, the trauma of the Famine, the
Land Warsand more recent sectarian conflict in Northern Ireland. The readings taken of the
works discussed are therefore predicated on the idea of the fractured Gothic home in relation
to colonial shadws, postcolonial identity, ruiand haunting. This fractured notion of identity

is one familiar to many Irish artists and writers, who seek to define the changed character of
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Ireland constituted by its postcolonial situation. Indeed, Fielg @gics such as Deane and
Gibbons contend that postcolonial readings constitute the most appropriate lens through
which to analyse contemporary lIrish creative practithis chapter both utilises and
guestions this approach through its examination of rtbgon of home in the different
contexts of Northern andSouthern Irish cultureand through its evaluation of the
chronological nature that McEvilley posits as the four stages of culture form@tien
precolonial, the colonial, the uprising and the paolstaial distance)n postcolonial society
(McEvilley 1994 13). This discussiofiocuseson thesingular lack of national agreement in
Ireland with regard to the current stage of culture formation, and the further complication of
this issue by the partitioof Ireland in the 192s and the discrimination, sectarianism and

communities of antagonism in Northern Ireland that emebgedus®f this.

Chapter Twas therefore dividednto two sectionsas the ternjPost] Colonialin its
title suggests, it questions the notion of postcolonialism as a blanket appellation to the
significantly divided island of Irelandhe first part of this chapteH(ungry Ghosts, A House
DividedandParanormal Domesticifyconsiders the legacy oblonialism in the Republic of
Ireland through the contemporary mediation of homes from the colonial period (the Big
Houses and cottages), as seen through the lens of artists Cleary, @by, QVright,
Keating, Creedon and Horrigan. These remediatedesooffer a microcosm of the difficult
political and social contexts from which themerge and reflect the splitand contested
nature of Irish culture during the colonial period. Understanding the impact of this extended
colonial period (nominally fromhie Norman invasion of 1169 to the formatidntlze Irish
Free State in 1922% crucial to comprehending the contemporary Irish passion for alterity,
for defining Irishness as anything but Englishness. The homes of the conquered native Irish
(the traditioral form of the rented estate cottage), take on a dense political, emotional and

charged significance when considered in the light of the restrictive Penaldfa@91that
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renderedmpoverished lish homes as transitory placasdalsoin light of the context of the
national and domesti&Gothic trauma induced by the Great Famine of 1845 In its
examination of the colonial past, this chapter also seeks to explain some of the artistic
approaches to home that are characterised by ideas of sti@ureaand forgettinga theme

that is also taken up @hapter Fivewith reference to the Wildgoose Lodge memory project.

It also considers the homes of colonial authority (the Big Houses) in terms of their visual
presence in contemporary Ireland. It exags how these homes, many of them abandoned,
have become inhabited by spectres ofdblenial paseandit considers how these significant
sites are resurrected in contemporary culture as tourist sites, picturesque ruins and haunted
houses. The second paof this chapter((Northern) Irish Gothic, Splitting Imagand
Floating Home)reflects on the raweryisceral sense of contemporary Gothic found in
representations of national identity and ideas of home by Northern Irish artists. The idea of
Gothic as a dsident mode of art is also explored in the context of Northern Irish Gothic.
These sections examine the paintings of Duffy, the installations of Napier, the crafted mosaic
and sculptural work of Kindness and the photographic and film work of Dohertynms tof

their reflection of a more recent past of divisive and violent warfare. They also consider the
fractured home in the context of guerrilla warfare and in light of the divisions that arise from

a society polarised by religious and cultural difference

Both parts of the chapter define these colonial and postcolonial images of home as
Gothic. The art that evolves from these contexts conforms to the general definition of
contemporary Gothic Irish adutlinedin the Introduction In terms of aestheticthis artis
representational and surreal.dffers a narrative that embodies Gothic tropes of oppressive
power, haunting, ghosts, ruins and traumiasignifies the uncanny return of the repressed,
that consistent dialogue between past and presenfptbdtices contemporary notions of

home. The idea of Gothic as a dissident mode is also importanfliesedea isaligned with
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the countenarratives of folklore as examined @hapter Oneand Chapter Five.lt is also
explored inChapter Threeand Chapter Four where artist8 interpretations of the Gothic
home areanalysed as images protest Schultz (2010) agrees with this definition of Gothic
as a couterpoint to dominant narratives. He sé&s Gothicasa tradition that runs counter to
the mainstreamand whichhelpfully illuminates the splits and divisions iboth Irish identity

andin nativenotions of home. As he puts it:

Gothic as a theoretical lens, can also heighten our awarenesgiwiergent cultural factors
(colonial trauma, gender arsgxual discrimination, political insularity) that originally led to
the Irish artisls dual aesthetic and political identity during the lag#h and early 20th
centuries(Schultz 201D

This sense of an aesthetic and political split, of divisions thratleep as part of both
Irish history and the Irish artistic tradition, is central to this chapter as we consider how
notions of the fractured home manifest in late twentieth and early tiesttgentury artAs
both thelntroductionand Chapter Onedisauss, in most contexts home is generally regarded
as adelicitous spacé(Bachelard 1954xxxv). However,within a Gothic context, home is
more frequently represented as a subverte] aispace of concealed secitd a place of
dysfunctional domesticity. As Ellis remarks of the Gothic gedtas the failed home that
appears on its page€llis 1989: ix). Within a postcolonial context, home and identity are
often coloured by notions of fear, dispossessand tansience; home is capable of
simultaneously becoming a place of comfort and a place of fear. Recognition of the colonial
identity of Irelands past and the repercussions of colonial rule is key to understanding
several key concepts that underlie this ihgsist as an understanding of folklore was key to
understanding the references used by artis@hapter One Among these key concepts is the
notion of dand hungeli an urgent mix of fear and desire that characterises Irish feelings
about land and homewnership. This phenomenon dand hunged and its detrimental

effects arealsoexplored in some detditer in the thesian Chapter Fourin relation to the
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spectacular housing excesses of the Celtic Tiger era of-2008 and the contemporary
phenonenon of the ghost estates, whileGhapter Fivethe roots of this desirfor land is

explored further in the context of thgrarian warfaref thenineteentkcentury

Hungry Ghosts

In her Endarkenfilm piece of 2001(Fig. 38, Dorothy Cross reveals static image of a
ruined Famine cottage which becomes slowly blotted out with a growing dark spot that
eventually covers the entire screen (Fig). Rugoff construes the function of the black spot

as opening up the image to wider readings:

€éi n i n tgé¢he photggtaphic clarity of the image and its implicit assertion of a seamless

reality, it opens up alternative fields of meaning. As the dot spreads across the image like a
traumatic stain, it déamiliarises the homely scene and renders it suspiclousplaces the

har moni ous picturesque prospect t hat we firs
haunted by hidden or absent meanirigsigoff 2005:70).

Given Cr o stendeacy towards surreal references incorporating wordfegussed at

more lengh in Chapter Threg the significance of this darkening screen can be read as an
allusion to multiple meanings ofi¢ wordséGpofh It may denotehe punning phraséblind

spofy or Stevensois literary trope of the black spot signifying death (Stevenson 1883), or
even the idea of the Famine adkack spobon Irish history, an unspeakable haunting legacy

of abandonment and eviction that clings to thesttagebuildings. The Great Famineur{

Gorta Mér) of 184547, during which over two million Irish people died or emigrated as a
result of the failure of the potato crop, can itself be read as a Gothic event; an epic tale of
tragedy that provides a dramatic climax in the narrative arc of @blbrstory in Ireland.
Brendan Bradshaw (1989) refers it as a pivotal event, ev@olacaush in the traumatic

history of Ireland. He describes this as part of a long process in Ireland:
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éseared as the record is by satianbeblosedy weas waves
and uprisings, by traumatic dislocations, by lethal racial antagonism, and, indeed by its own
nineteentkcenturyversion of a holocaus(Bradshaw 1989: 338)

Cr o €£rdarkencan bereadas a paradigm of postcolonial art; it resists colonial narratives
and attempts to voice the unspeakable. It fulfils what Boehmer terms are the conditions for
postcolonial culture, wheridecolonization demanded and still demands symbolic
overhaul, a rehaping of dominant meanings (Boehmer 2005:3)CIn o swerd, sthese
dominant meanings are subverted; the image of the cottage offers a direct refutation to the
omnipresent tourist image of the thatched cottage, instead linking the ominous spread of the

black spot with the desolate legacy of ruined Famine cottages in the Irish landscape.

Figs. 3839: Dorothy Cross (2000)Endarken Film stills.

Why does Cross feel the need ¢taim the cottage as a Gothic symbol? This is
because, both nationally amaternationally, the form of the cottage iBnast synonymous
with an idealied version of Irish domesticity. There are many commercial entitiésh
have conspired to create this false image. Here we will consider only two as emblematic of
the main;a 1957 postcard of Connemara, County Galway by photographer John Hinde and
the Doagh Famine Village in CounBonegal Hindes postcard (Fig40) could not be more
stereotypically Irish in terms of its imagery; into the tiny frame of the postcard phdtdgeap
has managed to include a thatched cottage, a donkey, a creel of turf, farmeeteenth
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centuryattire, traditional stone walland a bizarrely blue Atlantic ocean. Highmore says of
Hindeds postcard photographyT]heir very vividness gives thema strange, dreamlike
quality that provides mnemonic jolts and fleeting glimpses of lost time. Hinde postcards
recast the times and places of the past as Technicolor daydr@géigtemore 2007: 2)In
Transformations in Irish CultureGibbons ruminates on the popularity of John Hisde
images of the cottage as a picturesque icon. These postcards, he contends, represent more
than an idyllic landscape. He argues that, given their original purpose, these postcards also
served as carried motional shorthari(Gibbons 1996: 40) that tells us about the painful
nostalgia experienced by the Irish diaspora and the resuliasporicdesire to consume
domestic images of an idealised past. On a whole other level of surretilssridoagh
Famne Village (Fig. 4] on the island of Doaghoff the coast of Donegaloffers a
resurrection of the form of the Famine village as a contemporary, jolly, tourist exqeerie
Visitors to the websifeare exhorted téenjoy thecraico(fun) during their visit. The site goes

on to claim thatdD]ifferent to any other tourist attraction in Ireland the Famine Village
depicts life in Ireland as it was, uncommercialised, interdenominational interspersed with
humorousanedtdotes[sic] of Irish life 6This incongruous juxtaposition of Famine village and
humorousanecdotes is strange, as are the images on the website that depict smiling visitors to
this Famine memorial tucking into refreshments in the cotsgle canteen. Most surreal of

all is the information on the Famine villageannual winter transformation intantds

Islandh Just as the viewdiglisbelief reaches its height (imagine the Jewish Museum in
Berlin offering such delights!), a trawl through the website reveals that tkas thot infact

an actualFamine village. Doagh Famine Villageas created from the remains of a village

vacated in 19838oth Hinddés postcards and the Famine Village therefore function as perfect

5 Website viewable athttp://www.doaghfaminevillage.com/
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examples of the second level of domestimulacra (Baudrillaud 1981: 6), contemporary

images of home that mask and denathedr original historic meaning.

Figs. £-41. (From left to right): John Hinde (1957)Thatched Cottage Connemar&ounty Galway
(1957). PostcardDoagh Island Famine VillageTourist Attraction. Website photograph.

An understanding of the original historical context of the cottage in the Irish cultural
landscape is vital to appreaaiwvhy contemporary ideas of home in Ireland are so
problenatised by ideas of possessidrhe cottage, far from being a tourist attraction, is more
properly construed as a domestic site of trauma in Irish history. The cottage home was the
site of evictions and dispossession through the eighteenth and nineteenth centuries (as briefly
discussed n the Introduction). Today, the proliferation of ruined cottages in the Irish
landscape stands a bleakemento morbf colonial land practicesand, as Chapter Five
discussespf the Irish agrarian conflicts of the latneteentkcentury The most devasiag
passages in the history of the Irish cottage are to be found in tBg #8th the advent of the
Great Famine of 18487. Even reading the census figures of that period reveals the stark
truth about the picturesque cottage. In 1841, just four yegfmmebthe Famine, over forty
percent of Irish families lived irourth-classaccommodation (oreom only), and only

seven percent in houses of more than three rooms. Forty years later, in the census of 1881,
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there were still some 215,000 cottiers recordediving in singleroomed cabins with mud

walls and thatched roofs. As Perry (2013) correctly observes:

The quaint, thatched Irish cottage that fills the pages of so many tourist brochures and internet
sites has long been seen as a traditional heawihanticized symbol of Irish cultural life.

Such images cexist of course, with images of the Irish labodecottage lfothan scoiy

usually a single room with thatched roof and mud floor, as an historic indicator of poverty and
famine (Perry 2013: 70)

In the 1910 postcar@utlook (Fig. 429, the Irish cottage photographed appears run
down and dishevelled, the windows unglazed, the doorway propped up by pieces of wood,
with utensils and furniture scatteredrelesslyin the front yardThis display of indifference
to the aesthetics of home is part of the long legacy of the Penal Laws, a system of laws
designed to suppress the Catholic majority and Protestant dissenters, and to convert them to
the acknowledgedfficialoreligion of Churd of Ireland. The Pext Laws were introduced in
1691 and were added to over successive years, with the last Laws only finally repealed in
1920. For hundreds of years, these laws governed the bahdvanchise rightand rights to
home ownership for th€atholic majority in Ireland. Particularly of note in this legislation is
the Act to Prevent the further Growth of Popé€fiy’03) which actively curtails any notion of

land rights for Catholics:

Sec. 6. Every papist shall be disabled to purchase any amalsy rents or profits of lands, or

any lease of lands, other than for a term not exceeding 31 years, whereon a rent not less than
two thirds of the improved yearly value, at the time of making such lease, shall be reserved
during such term. And all esest or terms or other interests acquired after the 24th of March,
1703, other than such 3/ar leases, by or on behalf of papists, shall be. yAit to Prevent

the Further Growth of Poperd/703)

Given this damning curtailment of home, and this limitodighome and land ownership to a
thirty-oneyear period, the slovenly air that pervades the 1910 pos@atidok is more
easily understoadWhen the idea of the dynastic home is abolished home becomes a

transitory place, a place to be relinquished to daldandlords, to be moved on from, to be
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evicted from. Home, for these cottietherefore becamea space that could never be
permanently owned, settled, iar passed on tan heir. Colonial legislatioacted to erase
notions of legacy, family history and pride in home ownership. Contemporary accounts from

thenineteentkcenturyunderline the awful precariousness of tenancy:

If they do not pay their rent at the proper time, they are liable to be turnéid een in the
middle of the night, into the bleak road, without a shelter, and with their helpless wives and
children. No notice is necessary; no notice is given (Kay 1880: 305).

These Penal Laws also restricted the passing of property to a siridleedisuring that the
populous Irish families were faced with the practice of increasing subdivision of property,
which inevitably led to the creation of multiple, tiny plots of land that could grdy the

most profitable crop:ithe potato. When the Eurean blight of 1845 descended, this
monocultureproved ftal for small farmersalthough a similar blight affectedaps in France

in the same yeafamine there was averted by the variety of crops grown. Ireland had no such
comfort. In just three years, ewtwo million people had abandoned their Irish homes to face

death or emigration.

Fig. 42 Outlook (1909). Rstcard from the collection of Maggie Land Blanck, Pa, US.

This notion of ruin as reminder, as Famine artefact, resonates in the work of Alanna
OKelly. With the 158" anniversary of the Famine falling in 1995, the A98aw the

production of several commemorative works byKeélly and others, including Rowan
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Gillespig®s Famine(1998) and John Behé&Famine Ship1998). GKellyG phototextThe
Country Blooms, a Garden and a Gra{&992) offers an impressive corpus of photographic
works kased on the Irish Famine (Fig.)4¥he name is taken from Goldsn@fi he Deserted
Village (1770), and explicitly links the tragic paradox of death and life withe context of

the Famine:

While, scourged by famine, from the smiling land

The mournful peasant leads his humble band

And while he sinks, without one arm to save,

The country blooms- a garden and a grave! (Goldsmith 1770).

Using photographverlaid with text, @elly produced a phototext series that
memorialised the Famine landscape of cottages and graves. This coincided with the
production of a more pointed film pied¢o Colouring Can Deepethe Darkness of Truth
(1990) that mourns thiegeacy of the Famine in an interlinked series of images ranging from
mountains, a rock church, water, grava®astfeeding and fields (Fig. 44 hese images are
overlaid with the voice ofraditional singeMairead Ni Dhomhnaill chanting plageames,
singing and keening caoineadh na mairbli the lamenting of the dead). LikEr o s s 6 s
Endarken or OXKellyé The Country Blooms, A Garden and a Grawgs is an example of
postcolonial Gothic art, but heredCelly breaks the taboo of silence that clings to the
colonial past. @ellyé use of mourning performance, sgglireen presentation and liminal
images all speak to her idea of home as a place marked by history and needing to be
reclaimed.No Colouring Can Deepethe Darkness of Truthecalls Wiskeis definition of
postcolonial Gothicas a form thatuses Gothic tropes: silence, liminal spaces, ghosting,
identity, split selves, metamorpho®i@Visker 2013: 512)Khair contends also that the
postcolonial and the Gothic are connecteddyliscussion of thproblematics of narrating

the Othed (Khair 2009: 3). @Kellyé work also speaks to the haunting, undead quality of
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these ruined homes, and their place not only in the Irish landbcé@dsoin psychological

construct of home in Ireland.

Figs. 4344 Alanna O&Kelly (From left to right): The Country Blooms, A Garden and a Gray£992.
Photomontage No Colouring Can Deepen The Darkness of Truth990) Film stills.

O&Kelly speaks of her determination to memorialise the Famine in the face of silence

thatstill surrounds it:

When | was growing up nobody ever talked about the Famine, it only kind of lived in
peoplés minds as a certain tone. | always understood it to $leame, a confusion, a very
dark place. My mother wouldntalk about it. My grandmother woul@ndream of talking
about it, but | think my generation can talk about it, about the families, the love and the loss.
People were buried with no name, no idecdifion, no marking, the graves are everywhere in
the landscapdDeepwell 143)

We have already touched on the idea of sileara fearin folklore in Chapter OngCurran
2008). This problem of silengewhich OXelly articulates, both in her interview it
Deepwell and through her film piecés interesting in the contextf the paradoxical
omnipresence of the Famine paatd the silence surrounding it. This association of silence
with the Famine is a point explicitly mady Beville and McQuaid (2012§As such, it is a

national trauma that has come to be bound by silence. We are faced with the issue of how it
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may be both possible and valid to narrate a disaster of such profound (Bealtle and
McQuaid 2012: 15). One of the few novels of the Irish ir@ms Mackeis The Silent People
(1962), which starts with the vers&@Ve are the Silent People/ How long must we be still/ To
nurse in secret at our breast/ An ancient cultuffgfacken 1962: i). This idea of enveloping
silence makes sense in terms of the dreadful quietness left in the wake of emigration, the
literal disappearance of voices from the Irish population. O Grada (2013) also refers to the
silence of the Famine yeans felation to allegations of famine cannibalism. To support his
argument, he quotes Perry Curtis on this toftice silences surrounding cannibalism are
almost deafening enough to arouse susp@Gartis 1999: 14). He also cites several cases of

survivar cannibalism and corpse consumption raised in Irish courts in tis 184

Mr. Dopping, Resident magistrate, stood up and addressing the Court said, that he felt bound
to explain to the Court that he knew of this case. He had been told that the prigbhés an
family were starving when this offence had been committed. One of his children had died and
he had been credibly informed that the mother ate part of its legs and feet after its death. He
had the body exhumed and found that nothing but the bonesesh its legs and feet. A

thrill of horror pervaded the court at this announcement. There was deep silence for several
minutes, during which time many a tear trickled down the cheeks of those p(Santay
Vindicator 1818, cited Langaiiegan 1999: 12)

This horrific tale (note the language usgHdich has more in common with a Gothic novel

than a courtreportA t hr i | | of horror pervaded the cou
deep silence forewveral minute§ was one of several recounted and reedrdn court

transcripts during the 184 (O Grada 2013). It appears that during the Famine years,
cannibalism, once the inspiration for satire in the form of Jonathan G&wift Modest

Proposab of 1729, became a grim reality. The breaking of this tabooldv have had

profound moral and cultural significance. It makes sense that this act, and the legacy of this
act, would be cloaked in silence. This atmosphere of silence surrounding the Famine also, of
course, reminds us thdtis period of prolonged trawamof death, starvation, eviction, forced

emigration andhome dispossession in Irelansi still relatively recent. Therareolder people
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in Ireland whose parents lived through the era of evictions in thaile&eentkcentury and
whose grandparents veealive during the Famine. As Gibbons commedtsiand is a First
World country but with a Third World memayyGibbons 1996: 3), pointing out the
relatively short span of time between the era of Penal Lénesfamine the agrarian wars

and twentyfirst century Ireland. This point will be further underlined @hapter Five
Homework: Remembering Wildgoose Lodgedracing tranggenerational stories ribhugh a
memory project. Cronin (2010) discusses the unwillingness of subjects to engage in or
memory projects about the Famine; she concludes&hahfiporosity of memorg may be

due as much to peog@eunwillingness to remember as to their inab@if@ronin 2012: 4).
However, both Cross and®elly take up the challenge of addressing thlsngie of the
traumatised home in their work: CrosskEndarkenby replicating the silence as the image of
home darkens to extinction, andi@lly in No Colouring Can Deepen The Darkness of
Truth by breaking the silence with a defiant act of keening. Téi®n of silence and trauma

is one that is revisited later in the chapter in connection with Northern Irish art, and also in

Chapter Fivein connection withsecret familystories of the ruined home of Wildgoose Lodge

The Famine cottages that still existjnparily on the west coast of Ireland, stand
abandonedodayin remote areas, falling into ruidust down the road from Doagh, in the
same county of Donegas the abandoned Famine village of Port, a silent, tumbledown pile
of stoneqFig. 45. The original housekavefallen into ruin, and the land once occupied by
families is now grazed by sheep. Likewise, in Achill Island, the ruins of Slievemore village
(Fig. 46 stand testament to a mute, traumatic past. The silence that clings to timeseist
profound. The fact that these ruins are left to stand unaltered is interesting. There appears to
be an unwritten and unspoken prohibition on dismantling the remains of Famine cottages,
given the national avoidance of building on or beside thenmapsrthis is due to custom and

practice during the Famine years, when deserted homes would be avoided for fear of
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contracting the prevalent fever. Perhaps this custom also arose due to the traumatic nature of
the remains, and their function asne@mento mo of the Famine. If so, this presents an eerie

similarity to the edicts surroundings the numerous fairy forts in Ireland, as discussed in

Chapter Oneand to the cautionary tales of Wildgoose Lodge discuss€tapter Five

Figs. 4546: (From left to right): Port Famine village, County Donegal; Slievemore Famire village,
Achill Island.

In fact, even Irish folktales are strangely silent on the subject of the Famine, perhaps
still a subject too unspeakable to form the basis of popular tales. The only legend that is
completely germane to the Famine is thadldfe Hungry Gras§An Féar Grtach), whichis
a derivation of the old legend dlhe Stray Sod Both tales tell of people who become
durned around usually when out walking at dusk or at nigimid are thedoomed to wander
around in circles, unable to find their way home until thay their coat inside out. The
versions recorded d@flhe Hungry Grasy(Lenihan and Green 2003, Curran 20@8im that
this stray sod is charactezi$ by queer, flattened, yellegreen patches of grass. The popular
agreement among folklorists is thhtst version relates to the Famine, and that these patches
of grass mark sites by the roadside where homeless evictees lay down and died of hunger
during the Famine (Harvey 1998). The name of the @lee Hungry Grass may also be a
refersmce to the prawe of eatinggrass to stave off hunger pangs during the worst

deprivationsof the Famine.This legend is the subject of an eponymous film piece by
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Connolly Cleary,The Hungry Gras$20082009 (Figs. 4748), which is part of their large
Moving Dublin(20082009 series of films discussed @hapter OneThe Hungry Grasss
based on the legendto&d by the famous Dubliseanchai Malachi Hogan. It functions as a
lament for the loss of old tales and historic sites in the wake of the contemporary girotifer

of DublinGs urban sprawl, and of the commaodification of the historic remnants in the style of

Doagh Famine Village and Hinde postcards:

In the flurry to create a new Dublin for a new modern Ireland we buried most of South
Dublind memories, a proces#isat is now being duplicated all over Irelar@ur politicians,
planners and developers at best fossilize, at worst steldmver the stuff of memorylf
buildings, streets and historically significant places do survive, they are rarely part of a
continruous urban fabric, but are preserved as relics or fetisheharming anecdotal
memories to peddle to public atalrists alike (Connolly Cleary 2000

Here Connolly Cleargs aim is to juxtapose past and present, replacing the verdant slopes
walked and naated by Malachi Hogan with monotonous rows of identikit hogBes 11)

and shots of the M50 motorwdlfig. 12) The specificity of the landscape is gone; this sense
of contemporary alienation from Irish cultural and traumatic history is further erthdoyce

Connolly Clearys choice of voice actor to narrate the tale over the film piece:

We hesitated as to whether we should use Malsdtory, worried at the risk of finding
ourselves peddling the same anecdotes, and finally we recorded the storyfrétidaa
German actor, who reads aloud the wordghvén unmistakably foreign tiny creating
anthropological distance and emptying it of its staigh Ipotential (Connolly Cleary 200p

It is appropriate that, even in the telling of this story, thevealrish voices are
silenced. Like the legend itself, alive witfhostly presencethat confuse and misdirect, it
seems that the spirit of the Famine is destined to be most fully remembered in the awful
silence of trauma. It seems that the spectreshtnatt the cottages deserted during the Great
Famine of 184817 are the homes themselves, homes that maintain a quiet but persistent
presence in Irish arThese homes, abandoned, permeable, dismantled, no longer telfill t

function of home, buhow functionratheras monuments to themselves.
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Figs. 47-48: Connolly Cleary (20072008) The Hungry Grass Film stills from Moving Dublin project.

A House Divided

In 2013, a new set of prints were added to the collection in the eightssttiry print room

in Castletown House. Thes@mine Screemprints by Marianne Keatin@013) form part of
Prelude Spaker: Contemporary Castletoviran exhibition of sixteen coamporaryartistic
responses to the context of Castletown House in the Kildare countryside. The exhibition
organised in conjunction with the Crawford Art Gallery and the Office of Public Walss
featured other sitgpecific pieces by Sarah Browne, Daphne Wright, Patrick Jolley and the
mockgastronomic @ trio Domestic Godless (Fig. A9Keating, a printmaker, responds
directly to the conceit of the Castletown Print Room, created in 176bady Louisa
Connolly as a genteel way for the ladies of the house to showcase fatoeirifgrints by
cutting out engravings and mezzotints and pasting them onto the walls. Keating takes this
elegant room with its Louis XVI furniture as a starting poarid creates a tripleanelled
dressing screen covered with nineteerghtury engravings of piteous Famine scenes of
eviction and destitution (Fig. 30Famine Screeworks perfectly as a satirical and subversive
piece, at once interacting with and reagtiagainst the context in which it was made and

presented.
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April 30 - June 30, 2013

Figs. 4950: (From left to right): Poster for Prelude Speaker: Contemporary Castletow@013;
Marianne Keating (2013Famine Screen

Keatings Famine Screememinds us of the contrast between the elegant pursuits of the
Anglo-Irish, and the grim reality of the Famine cottages surrounding them. Thewaogti
dominance of Castletown in the landscape, tottey headquarters of the Irish Georgian
Society, the legest of the Big Houses and the finest example ofaBialh architecture in
Ireland, also reminds us of the enduring legacy of the colonial homes still scattered
throughout the Irish landscape, both North and South of the ba@ider.Big Houséis the
common phrase used to denote any large country home built by the colonial-lAsigylo
Ascendancy from about 1694¥9Q following the decisive defeat of the Jacobite army by
Williamite forces at the Battle of the Boyne. The Angligsh inhabitants who built #se
houses during the subsequent hundrear period of relative peace were descendants of
English planters. Their hybrid upbringing meant they lacked a solid identity; they were torn
between worldsbeingneither English nor Irish, but something in betwéeall, 1929). The

Big House, built on colonised and contested Javak a powerful symbol of colonial rule:

[I]t was the headquarters from which land was administered and power organised. It was a
showcase, in which to exhibit and entertain supportets algood connecti onsél
i mage maker élt was the visible evi(@Gmomde of h
1978: 23)
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These homes are extraordinary anomalies, oases of luxury in a colonised and impoverished
land. It is no accident that their§t Gothic Revival structures in Irelandbuilt in hostile
territory, are the fortified forms of sham castldsat would become the new architectural
idiom of thesepowerhouse&sof colonialism (Girouard 1978). Davenpdiines has pointed

out that this use of the castle as an earlier colonial form of building constituted a deliberate
appropriation of the traditional architectural form associated with power and authority in
Ireland(Davenport Hines 1998). Excellent examples of these sham castles (which sometimes
conceal an earlier medieval core), include Charleville Forest, Malahide Castle, Leap Castle,
Birr Castle and Tullnally Castle. Not only Gothic in form, but Gothic in natilvese Big

House can be constituted @aheimlichhomes, homes that often posit an uncanny return to

the Norman castles of the earlier colonisers in both intent and form,

Many of hese housewere thereforalesigned as moegtrongholds, to mimiearlier
castles. However, in the late eighteenth and early nineteenth centioeiesis a proliferation
of elegantGothic follies found in the Irish countryside. One of the most unusuahas t
aristocratic fantasy ofwiss Cottage (Figb1-52). Designed in 181@or Lord and Lady
Cabhir by the Prince Regéntfavourite architect, John Nash, Swiss Cottage is a fine example
of a cottageornée This form was a staple of the Romantic traditiordhambled cottage in
which aristocrats could play comfortably at being gaeds. Although a small building, the
cottage contains two staircases, dbificial6staircase and the hidden servant staircase, which
preserved the illusion of the peasant fantasy. Architecturally, the idea of the native Irish as
@thelbmanifests itselin the separation of domestic spheres within the walls of the pleasure
house. This fantasy of the cottageméewhen contrasted with the stark nineteecémtury
reality of the Famine cabirasosignifies the yawning divide between the rich and the poor.

Given that Lord and Lady Cahir were normally resident in London and Paris, it also
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illustrates the singular lack of connection between the aristocratic settlers and the territories

over which they ruled.

Figs.51-52: John Nash(1821) Swiss CottaggFrom left to right): Exterior; Interior, saloon.

This division between appearance and reality is also evident on examination of the
architecural follies of the Big Houseghe gateways, outbuildings, monuments and make
believe cottages built as winsome fantasies by the Amglo landowners. Instead of having
an existing house completely rebuilt in the Gothic fashion, many homeowners opted to
include ad hoc Gothic embellishmest turreted battlements, magniéct stablesand
crenellated farmyards$n one superb case of Gothic folly at Ballysaggartmore, Arthur Keily,
driven by envy of his brothé shamGothic castle Strancally, built a magnificent gate and
lodge that were so splendid and expensive that there was no etiney the main house
(Fig. 53. Sometimes these Gothic follies reveal equally Gothic stories. The Jealous Wall (c.
1760) is a Gothic shammuin built by Robert Rochfort, Earl of Belfield tdock the view of
his brothe@s adjacent (and largehome of Tudenham Hall (Fig. b4t is gigantic in scale
(standing three stories high and running fifty metres in length); a monument to the towering
rages of a man who once locked up his own wifévi@nty-one years in Belvedere House as

a punishment for bearing a child to his brother.
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Figs.53-54: (From left to right): Ballysaggartmorg17621-67); The Jealous Wallc. 1760)

The ultimate reminder of the divided nature of these homes is found today in
Castleward House on the shores of Strangford LougloimtyDown. A famous local curio,
Castleward House provides the best architectural example of the schizophrenic nature of
home in the Great Houses of Irelatilgs. 5556). The house itself was built in 17611767
(Reeves Smyth 201@)nd is the extraordinary result of a commission by Lord Bernard Ward,
a devout fan of Neoclassicism, and his wife, Lady Anne Ward, who was etissik the
Gothic. He wants tasfig warned 18th century diarist Mrs. Delanégnd Lady Anne is so
whimsical that | doubt her judgemenfLlanover 1862: 21)However, the unknown but
adaptable architect of Castlard facilitated what is described @remarkable architectural
and matrimonial compromiégO@rien and Guinness 1992: 142). While the front of the
hous is serenely Classical (Fig. )53he back of the house offers the visitor the radical
surprise of a fully articulated Gothic facade compleith ogee arches, pointed windows and

decorated pinacles (Fig. 5h
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Figs. 5556: Castlleward House(1761-67). (From left to right): Classical exterior, front; Gothic
exterior, rear.

The interior of the extraordinary house is similarly divided. The rooms to the front of
the house are decorated with scagolia columns and clastsicabwork(Fig. 57). The rooms
to the back are a &st ofGothicRevivalsplendour: a library of pointeddres, complete with
a secret panel that opens to a short internal passage between acgatsyn with ogee
mantel and elegant panelling, and, most infamously, Lady &nipeudoir which boasts a
wonderful and extraordinarily inappropriate ceiling tlsatamps the tiny roomRgeves
Smyth 2010: 105) (Fig. 98In an unusual posicript to the story, in 1766, just five years
after the build had commenced, Lady Anne left her home to live in Bath, leaving Bernard
Ward to enjoy the extraordinary home that tiey divided so scrupulouslizike the sham
Gothic construction it is, it is stylisally confused, combiningGothic Revival and
neoclassical, the rational and the irratiofdie sharply differentiated external and internal
domestic spaces of the housg as a visual reminder not onbf the stylistic differences
between husband and wife, but also of the binary oppositions and tensibdgftha the
Gothic Great Housdahose of Protestant and Catholic, Ascendancy and native Irish, landlord
and tenantLike Swiss Cottage, Castlewaatsofunctions as a sharp reminder of the enclosed

fantasy of the Angldrish Big House in theighteentkcentury
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Figs. 57 58: Castleward Housé176167) (From left to right): Classical hallway;Gothic boudoir.

Daphne Wrights Theyve Takerto Their Bedg1997) offers an unusual take on the topic of
the Big House in contemporary art (Fi§9). Wright, herself of Protestant Anglimish
descent, is conscious of her own identity and heritage in contemporary Ireland as distinctly
@therd within the hegemonic discourse of revised postcolonial histasyBarber puts it

&his disjuncture became a source of a number of sculpturallatistas dealing with the
uncanny qualities of domestic spac¢8arber 2013: 248). Wrighg sculptural installation
Theylve Takento Their Bedspresent a frail array of painted tinfoil forms delicately
suspended from a metal frame. At first glance, trescdte array of tendrils and roses
resemblesa decorative eighteentkcenturyinterior, like Lady Connollgs Print Room(Fig.

50). On closer inspectiorthe tendrils part to displagead birds dangling from the branches,
an abject weirdness that countérs initial impression of elegance. Wrightwork, at once
demure and shockinghatters the bubble of aristocratic fantasy and aysiit with a hint of
savagery.Linking appearance and reality, frailty and savagery, Wright deftly unites the
fundamentaldichotomies of the Big House. Here tAaglo-lIrish powerhousds seen as
haunted by the ghosts of slaughter dahed shadows of colonial crimeéRather than the
benign assertion of authority, the meanings ofdig Hous@® are here restaged as horror

anddecay(Barber 2013: 249).
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Fig. 59 Daphne Wright (1997) Theybve Takento Their Beds Installation of tinfoil, metal, paint.

Paranormal Domesticity

Gothic tales proliferate around thekmheimlich homes constituted by the Big Houses.
Native lIrishfolk talesdiscussed irChapter Oneoffer an outsider perspective on the Big
House, which was the setting for one of the most popular migratory legemitghtédenth
centurylreland, The Cardplayers and the DeyNML3015). Eighteen variants of this story set

in different Big Houses of Ireland tell of a mysterious visitor who seeks refuge within on a
stormy night, joining the family in a game of cards. A dropped card under the table leads to
the frightening discovery that the visiferlegs terminate not in thexpected feet, but in

cloven hooves; he is, in fact, the Devil. As Nuttall (1998) remarks:

In Irish variants of ML 3015, the Devil is frequently a readily identifiable symbol of the
Protestant gentleman, which is to say a member of the oppressing agetvitlasses. He may

be depicted as having an English accent. He is invariablydredised. He is charming and well
mannered. He is so very similar to the gentry that they fail to realise for a long time that there is
anything amiss(Nuttall 1998: 36)
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The variant of the story thaxists in Loftus Hall (Fig. 60is particularly interesting. This
version tells of the frantic summoning of a Catholic priest who lays his magical possessions
(his gloves, his coat, his Bible) in the doorways and windows,ngrthe Devil to burst
through the roof and leave a hdleat according to local legend today, cannet tnended
(Nuttall 1998) (Fig. 6} It is a dissident narrative that slyly celebrates the downfall of the

colonial classwith its transgression of the anlial home and the appropriation of power by

the Catholic priest.

Figs. 6661 Loftus Hall (c. 1760):(From left to right): Facade Hole in roof.

There are also recurrent glimpses of the Gothic nature of theHBige in Anglelrish
literature, starting with Maria Edgeworfe Castle Rackrent(1800) and continag in
representations of these homes hySheridan Le Fanu and Charles Maturin. The Gothic
nature of the Big House is also highlighted in H. R. Hod@sshort storydlr'he Whistling
Roon® (1910) featuring Carnacki, the paranormal investigatdr is called in to find the
source ofalarming soundemanating from a room in the fictive lastrae Castle. Ingtosy

the ostensible ownefthe American Tassod appears in the story as a temporal, alien
presencewhich the older, preolonial Irish house rises up against through the spirit of a

torturedlrish jester.

114



Chapter 2 North and South[Post]Colonial Notions of Home

Paranormal investigation also forms the basis for Martina Gigrkiotographic
series of 2008Things That Go Bumm the Night(Figs.62-63). This series was constituted
as a result of eighteen months of patient field work as Cleary researched the Big Houses and
then made multiple visits to the sites to observe and photograph the spaces. Ofaparticul
interest to Cleary was creating archival visual documentation of Big Houses that have strong
associations with the paranormbéap Castle, Charleville Forest and Woodlawn House. Her
lensbased mapping of Charleville Forest (F6g) records, for exampl the drop in internal
location temperature she experienced on the famously haunted staircase. Other observations
of paranormal activity in Charleville Forest noted by Cleagtude ®resence on or around
the staircase. Image of fattke form picked upby digital camera while shooting in a room

adjacent to the stagCleary 2008).

C| e adoguimentation of Leap Castle refers heavilydieas ofthe uncannyas the
house is repiedly haunted by several ghostsd an elementallhe site washot by Clesy
from the outside onlgue to her own personal reaction to the internal sgaseribed in her
fieldwork notes (Fig63) which describe Leap Castle as tfid]ost oppressive site visited in
18 months of work. Did not photograph while inside the buildif@eary 2008).Leap
Castle,CountyOffaly is perfectly poised at the intersection of Irish literary and architectural
Gothic. It illustratesatrope common to early Gothic novgelbat ofthe architectural space of
the castle as a site of psychological terror. A classic example of a small medieval structure
enclosed by a Gothic Revival shdleapwas inhabited by female Gothic novelist Mildred
Darby, and it is the source of some of thestnbizarre tales of hauntings in Ireland.
Seymoués True Book of Irish Ghost Stori¢$914)documents various diverse hauntings that
have taken place there, the identity of Leap subsumed under the pseu#dnyan Castl@

In &Chapter IlI: Haunted Housés Mogh& Hal Seymourdescribes it agperhaps the worst
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haunted mansion in the British Istg€4914: 94). Seymour himself visited the cagtle914,

escorted by Mildred D&y where he records an impressive assembly of spirits present

There is as welh miscellaneous assortment of ghosts. A monk with tonsure and cowl! walks
in at one window of the Prigst House, and out at another. There is also a little old man,
dressed in the antique garb of a greerasudy coat, knee breeches, and buckled shods: he
sometimes accompanied by an old lady in similarfakhioned costume. Another ghost has a
penchant for lying on the bed beside its lawful and earthly occupant; nothing is seen, but a
great weight is felt, and a consequent deep impression made oedtietbes (Seymour

1914: 9798)

If this dmiscellaneous assortmémtf ghosts were not enough, there is an even more famous
Leap ghost, ardelementad a spirit usually defined as a powerful but primitive gkfoste

thatis based in a specific locatiohere, in Leap Castldarby was interested in the occult

and wrote of her experiences with the Leap ghost under the pseudonym Andrew Merry in an

article for theLondon Occult Revie{d1908):

Suddenly, two hands were laid on my shoulders. | turned roumplglzend saw, as clearly as

| see you nowa greydrhingg standing a couple of feet from me, witbsi{sic] bent arms
raised as if it were cursing me. | cannot describe in words how utterly awefuhps@hingd

was, its [sic] very undefinableness reering the horrible shadow more gruesome. Human in
shape, a little shorter than | am, | could just make out the shape of big black holes like great
eyes and sharp features, but the whole fidwead, face, hands and-alhs greyunclean,
blueish grey, sontbing of the colour and appearance of common cotton wool. But, oh! so
sinister, repulsive and devilish. My friends who are clever about occult things sayhat

they call arfiElementalo

The thing was about the size of a sheep, thin, gaunt and shaupayts. |6 [sic] face was
human, or to be more accurate, inhuman, @ [gic] vileness, with large holes of blackness

for eyes, loose slobbery lips, and a thick sativipping jaw, sloping back suddenly intd@sit

[sic] neck! Nose it had none, only spreading, cancerous cavities, the whole face being a
uniform tint of grey. This too, was the colour of the dark coarse hair covering its head, neck
and body. iés [sic] forearms were thickly coated with the same hair, so iteepaws, large,

loose and handhaped; and it sat orfst[sic] hind legs, one hand or paw was raised, and a
clawlike finger was extended ready to scratch the paids. [sic] lustreless eyes, which
seemed half decomposed, and looked incredibly feailed into mine, and the horrible smell
which had before offended my nostrils, only a hundred times intensified, came up to my face,
filling me with a deadly nausg@®arby 1908:308)

Cleary®s emotive and instinctive responses to the house are requwtedly in her
field notes, buin the form of a large black spot which partly obscures the house itself, the

same method also used by Cros&ndarkento suggestvariously,unspeakability, the blind
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spot and the black spot of death (Fig. 27). Cleadscumentary use of ledAsased media is
particularly interesting, film and photography being the media used by ghost hordgedsr

to captureparanormalphenomena. Cleary, with her interest in spectral photography, has
taken this methodology, and fused it with her archival impulse to record and document
spectral traces ihomes, turning this paranormal investigation into a fine art projéogs

That GoBumpin the Nighthighlights the paranormal aspect of the Great House where the

collapse of the powerhouse has created a power vacuum filled by its new paranormal identity.

Figs. 6263 Martina Cleary (2008) Things That Go Bumpin the Night series.(From left to right):
Charleville Forest Leap CastleFieldwork photography.

In the twentyfirst century, most of these Irish Big Houses h&lkeninto ruin. The
death of the Big House is insélf a tale of Gothic collapse, where the homes appear as
doomed and alienated buildings destined for destructioa.symbolic houséurnings in the
early twentieth century during the Irish War of Independence destroyed the physical shells of
many of thehouses, while the Great War and the cost of upkeep caused others to disappear.
Irelandi lack of a National Trust equivalent (the only operative society that tries to address
the upkeep of these houses is the privately funded Georgian Society), hashaueidnat only
houses to survive are those that have remained in private ownership. Even these houses, like
Charleville Forest, are faced with staggering maintenance costs just in order to remain
standing. In essence, the story of the Great House begsyninolic divison and ends in

literal division;in the twentyfirst century, thee homesre finally becoming assimilated into
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the landscapes they once dominated, joining with thecqienial lexicon of ruins of
Neolithic tombs, tower houses and stonesses. In thisthey are joined by the Famine
cottages and by the crumbling ruins of other homes abandoned by successive waves of
emigration since the 184 It is no wonder thagiven the longevity of these ruins that
contemporary Ish artstill reflectsthese forms as symbolic of tiimgmentednationalvision

of home, subject to the forces of conquest, colonisation, eviction, famine and emigration.
David Creedods photographic project and bo@hosts of the Faithful Departg@012)also
examines the tlme of ruin and desertion in his workith special focu®n the aftermath of
ordinary family homes abandoned between 1949 and 1989, when over 800,000 people were
forced, due to adverse economic circumstances, to emigrate from Ireland G&&fS.
Creedonoffers a commentary on the lives of these people who were left behind in Ireland at

this time:

é t h omhaestayed had to suffer continued hardships, isolation & social exclusion. The rural
communities were deci mated by wnilenniunmpesect of
people have passed on and their homes stand as a monument to a byg@eeden 2012:

3)

Creedois photographs focus on the traces and physical artefacts of memory that remain
when the home has become redundant. His work captunesla of chipped statues and

peeling walls; forlorn mementoes of former occupation.

Figs. 6465: David Creedon (2008)Ghosts of the Faithful DepartedPhotographs.
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However, as Cleafg work illustrates, these homes have also been claimed by
paranormal investigators and granted a new identity as haunted houses. Several of these
homes have been revived as tourist attractions, as haunted spdmesonsumed by TV
programmes andovelty tours and investigated by profaesal and amateur ghost hunters
The popularity of this potent mix of Big Howsédaunted sites and the mournful aesthetic of
decay can be seen in thensistent popularitpf bookson haunted Big Houses of Ireland.
These books includeAbandoned Mansions of Irelan@®010), Abandoned Mansions of
Ireland Il (2011) andHaunting Ireland(2014) by Tarquin Blakepublished by Collingress
and the Vanishing Irelandseries (Volumes -#) by Turtle Bunbury and James Fennell
publishel by Hatchette Press Ireland. These books are handsomely bound, lavishly
photographedand focus on documenting a style of architecture and a way of life that is
disappearing frontontemporary culturea symptom perhaps of thiainenlustor &uin lust
de<ribed by Macaulay in her 1953 bodKeasure of RuinsA survey of the wave of
consumerism inspired by spaces reactivated by paranormal investigation is beyond the reach
of this thesis. It is interesting nonetheless to note in relation to Loftus Hakjténef the
Cardplayers and the Deyilhat the famous hole in the roof that the Devil passed through, far
from deterring visitors, now forms a popular partlofo f t u s Hall 6s OAfter
initiative. These 0 Athea NightfallDgaideld dnteractve mtours, i ncl
paranormal lockdowns anather Halloween events. The ghosts that haunt the Big Houses
today may therefore be vied@as a construct of consumerismdas an example of legends
exploited for commercial gain. It seems that in the adsthe Big Houses, the ruins have
been reinhabited by ghosts of uncertain provenance, a strange mix of local legend and

contemporary consumerism.

In reading contemporary art responses to the Gothic domesticity of the colonial past,

from the grim realitis of the Famine to paranormal investigations of the Big House, these
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works, especially Keatirig Famine Screenappear to support a postcolonial reading.
Theoretically the Irish experience would seem to encompasses McByiftayr stages of
postcolonial alture formation:the idyllic precolonial period;a time of coloniation and
subsequent oppressiam;coherent national uprising against colonial identity that attempts to
recover a sense of identignd finally, a time of synthesis of society and c@ttivat can only
occur once sufficient time has passed and a sense of digtasdeeen gained on the colonial
period. In hern Ruin Reconcile@2010),Michelle Horrigan brings togethé¢ne Big House,

the cottageand the ruin asthree centraltropes of tle colonial period. d her evocative
thirteenminute film of Curragh Chasklouse, whichdeftly draws together and reconciles
past and present, the different strands of colonial and postcolonial experience. In @orrigan
piece the camera slowly pans acrdbe crumbling structure of Curragh Chase houdgch
wasinhabited by the de Vere family from 1650 until 1941. The images of ruin contrast with a
script reconstructed from memoirs of poet Aubrey de Vere (18D2) and of his grandniece
Joan de Vere (1918989), that describe the original beauties of the house. In a clever twist,
Horrigan has used local actpvghose ancestors would have inhabited the tenant cottages
recite passages from these memoirs, thereby giving voicederthgedtenants or, at least,

to their descendants. This exemplifies Wigkaeeading of postcolonial Gothic as a process of

revoicing

Postcolonial Gothic exposes desgated fears of Otherness born of questioning self, identity
and visions of security which rely on exclusioinanything threateningly different. The Other

is at first exposed as a perceived terror, then recreated as equal and different, revoiced by the
very different perspectives and stories of the once colonf¥é¢idker 2013: 511)

Horrigan describes the piece as a mixdmftchitectural legacy and space, post colonialism,
and the remnants of past liée@orrigan 2010). In this thematic blend, we also have an
illustration of McEvilleyés dourth stagé of postcolonial culture formatio the synthesised

present where the spectres of coloniser and colonised, master and servant have been laid to
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rest. This would seem to agree with Pu@gerotion of the Gothic as a force for recoratibn
between past and presedt:is thefirise of theGothim he tells us, thafprovides us with a
benchmark against which to test our accommodation with the ruin, a language in which to
address our ghogigPunter 1999: 2). To an extent, this model works in the Repuoblic
Ireland as seen by the internatial participation of Irish artists in the global art market, with
works made by rdists resident outside Irelarsich as James Coleman, Gerard Byrne and
Andrew Kearneymany which have been madéthout reference to a specific Irish context.
However, in nany depictions of home by Irish atisthere is a persistenceanflonial legacy

in the form of the spectre, the ghoahd the paranormal apparition. The spectral lens of
Cleary, for example, would argue that this idea of haunting persists into thentprese
However, in the broader island of Ireland, this problem of reconciliation is larger, especially
given the terrs political connotations in the context of Northern Ireland. As Anne

McClintock puts it:

The termd@ostcolonialisndis in many cases prematurely celebratory: Ireland may at a pinch,
be gostcolonia but for the inhabitants of Britisbhccupied Northern Ireland, not to mention
the Palestinian inhabitants of the Israeli occupied Territories and the West Bank, thére may
nothing@osbabout colonialism at al{McClintock 1994: 294).

In the next sectionin consideing the nature of home in a Northern Irish contektis
necessary to explotbese conflicting identities of the state, and the different ways in which
Northern Ireland itselis categorised variously as both part of Britain and as an occupied

territory.
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(Northern) Irish Gothic

Figs. 6667 Willie Doherty (2007)Ghost StoryFilm stills.

If ideas ofhome inthe Republic of Ireland ateaunted by the elegant spectres of the Anglo

Irish and the hungry ghosts of the Famine, the shades of Northern Ireland are altogether more
savage and more recent. The shadows of traurséietconflict, bombings and protesis
Northern Ireland haunt Imees, busy streets, shopping centres and idyllic landscapes.
Dohertyés photographs and film pieces reflect on the absorption and accretion of past traumas
in the landsape in urban alleyways (Fig. §6and alongrural roads (Fig. 67 His Ghost
Storyof 2007, shown at the Venice Biennale in the same year, takes viewers on a shadowy
twilit route through the roads and streetscapes of Derry. As the Steadicam camera moves
along, Northern Irish actor Stephen Rea narrates the hiddeterrain of trauma tha
underlies the deserted landscapes navig&pdaking of this piece, Barber affirms thisk
between trauma and hauntingiT]rauma & a continued presence within the hinterlands of
consciousness is figured throughe ttense of a haunting which regujarecur® (Barber

2013: 276). The sense of home that emerges from the context dfeNoireland is a
fractured onean idea of home and homeland founded on this return of the repressed. Home,
in this context holds within it the ghosts of a colonial pastoppression, repression and
dispossession. It also holds within it a contested and bloody recent history of internal ethno

nationalist warfare (Mitchell, 2013: 5) during almost thirty years of the Troules (

122



Chapter 2 North and South[Post]Colonial Notions of Home

Triobléidi) of 19691998. This combinationf recent and distant traumas inspires a distinctly
Gothic voice in Northern Irish art. As Moynahan putgjit]he Gothic seems to flourish in
disrupted, oppressed or underdeveloped societies, to give a voice to the powerless and
disenfranchisedl(Moynahan 1994: 111). This divided nature of Northern communities is
reflected in their perception of home as a place of community and tribal allegiances (as in the
works of Kindness and Duffy), but also as a place of occupation, its territory mapped by
British suveillance (echoed in the work of Doherty and Duf#lthough this thesisocuses

on art produced from 1998015, it is important to note that the Gothic nature of
contemporary Northern Irish work became apparent in th®sl9Be troubled decade of

hunger strikes and sectarian violence.

Duffyé 1988Belfast Gothic(Fig. 68 offers a suburban parody of Grawood®
famousAmerican GothidFig. 69. Here Duffy replaces the gaunt farmer anddsserof the
original with a casally dressed couple and their baby, the Gothic window of the original with
a Victorian stained glass doand the pitchfork of the original with a gardening fork. The
order of the sitters is revaad and the two adult figuresear clothes that proclaim #ir
divided loyalties in a divided cityshe in green, he in red, white and blue. The name itself
refers to Duffys vision of these suburban Badt homes as inherently Gothibeir suburban
domesticity disturbed by the steady accumulative effect of phtanyn and sectarian
violence. The titlealsorefersto the fame of the High Victorian Gothic architecture of the
city. This evocation of everyday horror as emblematic of Belfast life is typical of her early
work. As Duffy said of this periodd wanted ny art to engage with what was going on

around me at that ting¢Savage 2010).
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Figs. 6869 (From left to right): Rita Duffy (1988) Belfast Gothi¢ Grant Wood (1930) American
Gothic. Paintings.

Fellow Northern Irish artist John Kindness agrees tiih

| suppose | wenalong with the agenda in artl®ol up to a point, but when you found
yourself in a lecture on the intricacies of Minimal Art and the building was rocked by an
explosion that might have taken lives in a civilian shopping area, ¢festda came under
scrutiny. (McAvera 2013: 82)

This articulated need for art to respond directly to the context of its production is reflected in
the work of Duffy This supports Gibbor@sclaim that CJultural representations do not
simply come after thevent, fireflectingd experience or embellishing it with aesthetic but
significantly alter and shape the ways we make sense @f ({Hdbons 1996: 8). This
alignment of art with the need to respond to the urgent context of violence, danger and
discrimination in Northern Ireland is important to understand in the analysis especially of
Northern Irish Gothic art, especially in relation to work produced during the Troubles,
between 1969 and 1998. This kind of immediate, responsive art that reflects subjegtse vi

of contemporary political and social concerns is seen throughout this thesis as a characteristic
of Irish Gothic art.This also reflects one of the functions @bthic art, to forma counter
narrative to hegemonic notions of political and social géneme thatuns throughout this

thesis.
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The sense ofeveryday Gothié (Beville, PiattiFarnell 2014) expressed in Dudy
Belfast Gothialso finds an echo in the work of contemporary Northern Irish fiction. Schultz
(2010) in his article6 @ive it Welcome. Gothic Inheritance and the Troubles in
Contemporary Irish Fictiaghpoints to the repeated use of the child narrator in Northern Irish
novels, citing Seamus DeaseReading in the Dar1996) and Anna Burid@sNo Bones
(2001). Both Deane and Burnseauthe innocent protagonist to present a harrovaing
Gothic account of repressed secrets and tgerserational violence within contemporary
landscapesBy focusingon the domestic consequences of the Troubles, specifically trauma
experienced by childre both authors imagine a new generation of haunted individuals
struggling to regain selfpossessioh(Schultz 2010). It is important here to note that the
period of the Troubles was an era of domestic disturbainegsan era of guerrilla warfare
whose battleground was the streets and homes of Belfast. ifiaes of home as site of
paramilitary activityis vividly illustrated in the work of Patric Coogan. His 1987 painting
6.10, 1987(Fig. 70 illustrates the stark domestic reality of homes during tleeidles. The
streetscape he presents is deserted and ominously silent. The eerie calm ofsJuaigtng
is shattered by the marks of domestic transgres$stbe ruined home, the shuttered window,
the upturned chair and the loose plank scattered irtrinet SAs Barrett puts:itit could have
been a study of abandonment and dereliction, but, as Coogan has painted it, it has sinister

overtones; something nasty may happen; it is still early evé(iagrett 1991: 218).

In the stillness of this imagave are reminded oBeville and McQuai& equation of
silence with unspoken and unspeakable trauma.ratismage of Gothic trauma induced by
guerrilla war, thisscene of the home ruined Ipplitical violence also chimes in with
Wiskers notion of postcolonial Gothic as a reservoir of pgnfeeling. As she puis. 6The
richness of historically and culturally contextualised and affected contradictions, and the

energies bursting from denials and silences, are familiar in the GQitlisker 2013511).
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This effect of impending doom in Coogarimage is enhanced biye unexpected presence of
furniture from inside the homeHgimlich, safe) which has been rudely expelled onto the
street, and which now appears at once familiar and unfangliaheimlich frightening),

divorced from its normative context of home.

Fig. 70 Patric Coogan(1987)6.10pm, 1987Painting.

This dual identity of homes as at once places of dangeofasafety is discussed by Schultz
(2010) with reference to Jeffrey Glefs essayChildren of The Troubles: Our Lives in the
Crossfire of Northern Irelarid1997), where Glenn refers to home aswburban stronghoid
(Glenn 1997: 68). As Schultz comments of GlisdomesticparanoiadsGlenrts variaton on
this common childhood anxiety ahonsters under the b&kdighlights the particular paranoia
caused by Irish paramilitary violence that threatened to erupt into domesticoq(Satedtz
2010). Home, therefore, in this Northern Irish context emeagesplace of dubious safety, at

once a place of refuge and a place of anxiety.
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Splitting Image

This complicated duaperspective in Northern igh Gothic (home asHeimlich home as
Unheimlich haunts the heart of Doheg@sywork. Dohertgs The Other Sid€1998) presents

the city of Derry/Londonderry in a deliberately confusing way. His photographs achieve this
dual vision through the juxtapositicof conflicting text and image Surrealist tendency in
contemporary Gothic art that is alsosclissed inChapter Threg and that is explicitly
referenced in work by Dominic Thorpe exploredGhapter Four In The Other Sid€Fig.

71) the artist offers a pointed view of a landscape that disorients viewers with its clash of text
and imagedEast is Mrthddeclares the overlaid text, referring to theision of the city along
theeast and west banks of theer, a fact and image immediately recognisable to inhabitants
of his native Derry but incomprehensible to outsiders. This is indicative of the type of
overnacular Gothi@ discussed inChapter One involving a signification of home and its
singular peculiaritis in a form that can only be decoded by insidéra community Burns

and Lundh (2013) summarise this deliberate encoding in their review of the piece in the

context of Dohertgs 2014 showwnseerin the City Factory Gallery, Derry:

Doubleedged in itsmeaning, the statement simultaneously codes the local geography and
points toward the centuries of colonialism that have spun the compass around and around,
turning up down, left and right. Befitting of a city with at least two naie official and
colonal Londonderry and the colloquial and earlier Anglicization of the Irish name Doire, or
Derryd the citys landscape, and therefore Doh&timage, are split across two sides of a
river. In the most simplistic terms, society is finally separated alondittegy ideological

lines of Catholic/Nationalist/Republican versus Protestant/Unionist/Loyalist, dualities that are
always complicated in Dohefy practice. Here they are even implied in this particular
vantage pointThe Other Sideseems to give us a visual overview of this @tgonflicted
heritage, but the text disorients the viefBeposition, leaving us to wonder which side is
which. (Burns and Lundh 2013)

As ever, with Doherty, text and image alike are layered with levetseafiing. The phrase
Or'he Other Sid@also signifies the Gothic underbelly otimnocent topography of city and

hills that conceals a turbulent and military history wititsriandscape.
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EAST IS NORTH

THE OTHER -SIDE

Fig. 71 Willie Doherty (1988)The Other SideBlack and white photograph with text.

The notion of landscape as reservoir of the past is also key to understanding ®oherty
work. His Disturbance(2011) features a brown exposure of raavtle amid rough bogland
(Fig. 72. This image conjures up the trope of Irish psédric bog burials and the idea of
earth as repository for buried history. However both the tit@isturbanceand the ominous,
dark scarring of the countryside hint at a more contemporary political readingmafrked
graves dug by paramilitary orgaat®ns and found in remote Irish landscapegh North
and South of the Irish @der. The recovery dhe bodies of thérish disappeared (the
victims of paramilitary violencéluring the Troublesis ongoing since 2001; the most recent
discovery was in2015 Dohertys image oflingering trauma sinking into the battlefields of

Northern Irelands reminiscent of Wiskés definition of postcolonial Gothic:

dT]he landscapes and urban territories of the colonizers and the colonized are each imprinted
with the living memories of horrors and dehumanizing behaviours which established and
maintained colonial and imperial oppressions and reditiéisker 2013: 512).

Dohertys work, of whichDisturbanceis representative, is very much influenced by the
context of itsproduction in Northern Irelandnd exhibits a continued concern with the traces
that human political and social trauma leave on the [&ydmapping landscape through

photography and videoigres, Doherty aligns this exercise with a consciousness of
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surveillance, borders and territories that are continually contested, appropriated and

reclaimed, from prdistory to contemporary culture.

Fig. 72 Willie Doherty (2011)Disturbance C-print mounted on aluminium

Another artist who shares Doheiyconcerns with identity, surveillance, traces and
mapping is Rita Duffy. HetUnearthof 1997 (part of heBanquetseries of the same year),
displays her keen interest in the metaphorical use of the physical forms of landscape to
illustrate the different layered histories and politicehtst of Northern Ireland (Fig3). Both
Doherty and Duffy are interested in tliea of Gothic as a secretive and dissident narrative.
Their work offers rebellious, dissident images that hint at darker cenateatives of Gothic
hidden histories. Like Doherdy Disturbance Duffy& piece hints aty/nheimlichrecurrence;
that which wa buried and repressed retgyrrand continug to return. The physical
archaeology presented by these buried strata can be linked to the methodology of social
archaeology, used bsociallyengagedartists like Jeremy DelleDuffy uses the traditional
form of painting, but the presence of the lens is repeatedly indicated in herlWa&rthis

topped by a watchtower, inspired by the omnipresent British Army watchtowers that still dot
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partsof the Northern Irish landscapgroviding striking visual images curveillance Like

their predecessor of theastle keep, tlee watchtowersappearas contemporary Gothic
structure of colonial control (Fig. 74). These towersvere synonymous with armed peese

of the British military in Northern Ireland; thiarchitecture of surveillancengendered a
sense of watchfulness and unease in the Northern Irish commDufty says of this work:
Orhese paintings are an act of surveillance, and as such, they are about the whole nature of
lookingd (Duffy 2005). This Banquetseries of 1997 includes several paintings on linen (a
materialDuffy often uses due to its association with the Belfast industry and its feroete

force). Another piece in this series Bortress (1997) which also reflects on the idea of
occupation of the difficulties inherent in creating a herm a site of conflict (Fig. 75Like
Unearth of the same serie®anquetagain draws on visual reference from the eackve
watchtowers of her native Northern Ireland to create a surreal, panoptical image that recalls
the possible return of political and public surveillance. Daffgiting of this surveillance
within a domesic settingprovidesanother level of unease. The structure of the home in this
image has disappeared; the furniture sits awkwardly within the military structure, topped by
watchtowersln such situations of surveillance, she seems to say, the tradiafiesy and
perimeters of home dissolve. Like FargelNecRuin/Gothic Follyof 2008 (Fig. 219 and
Coogairis 6.10, 1987Fig. 76, the inside and the outside of the home become conflated, the

HeimlichbecomedJnheimlich
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Figs. 7375: Rita Duffy (From left to right): Unearth (1988).Drawing; Photograph of Watchtower;
Fortress(1997) Oil and wax on linen.

Although from Belfast, Duffy spent summers in the Republic of Ireland on her
grandmotheis farm in County Offaly. The divided nature of her home city Belfast is
further complicated by her assumed additional identity of kshvell as Northern IrishAs

Duffy says herself

| was twelve before | honestly realised | was from Belfast, such was the incredible connection
between my mother from the soth and Catholici and her five sisters, and probably
exaggerated enormously as we lived in Stranmillis, a Protestant wanlkisg area. We never
assimilated owere accepted in the communitipeepwell 2005: 44)

This confusion at the heart of bohu f fiderdtity and her sense of home, Had to her
determined focus on the duality of Northern Irish life and the sectarian divides that exist
within it. Central to the artiés idea of divided home loyalties is her perception of home as a
Gothic spacge a divided place built on contested lanHer Clearing (1997) explicitly
referencesotions of colonialism (Figr6). Clearingis a pun; it not only signifies the actual
clear area in the woods represented in the painting, but also the historical egsdnanhtook
place during and after the Famine, when the landdlearedof the native Irishin order to
create larger areas of arable land byoreing subdivided plots (Foster 1994). Duffy clarifies

these double meanings in an interview of 2005:

| also made a series of images of houses, inside and outside the walls at that time. They are
old enclosures surrounding a bit of lar@@learing for example, is a whole group of little
houses in a forest thick with tressésltabout trees being cut down infaest for a new
settlement, which is part of the ancient history of Ireland, the ancient history of lots of places
in the world, the Americas for example, or where colonisers went to. {&idepwell 2005:

46-47)

This idea of the contested home alsocoredes in her later sculptural piece, also named
Fortress(2010) (Fig.77). In this work, Duffy again highlights the vulnerability of home, and

how home becomes constituted in colonial territory:
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The simplified fortified structures capture a contested espghat has a naive qualitigach

wall and turret, strategically placed, secures and defends. The territory within and without is
well defined. Here in a clearing amid the dark forest, a walled structure of bronze and copper,
holding secure a field of salalt we know is the residue of tears, the preserver of life and a
symbol of peaceful protest. The place we call home becomes emotional territory; a landscape
invested with all the shared memories and community experiences, sad and celebratory. The
preciots little golden house stands well polished amidfiadt of the earthholding the all
important centre groundDuffy 2010: 3435)

Duffy & Fortress(2010) with its encircled and isolated home conjures up an echo of the past;
the form of the alienated drbesieged home in Irish history, which ties in with the theme of

the Big House and the particular resonance of plantations, settlements and clearings within

Northern Irish history.

Figs. 7677 Rita Duffy (From left to right): Clearing (1997) Oil and wax on linen. Fortress (2010)
Bronze castings, copper pla, salt and painted wood

In DuffyG work, thereforejreland is acountry of ancientdivisions and early colonial
histories(illustrated inClearing (1997) andFortress(2010)), but this past is also overlaid
with the signs ofa recent colonisationfeaturing thesubjugation and surveillance of

homeland, as ifortress(1997)(Fig. 75)

In analysingNorthern Irishart, it is important to deal with the legacy of colonsati,
and alsdo engagdalirectly with the segregated and divided nature of the Catholic Republican
and Protestant Unionist communitieerth of the BorderMuch of the early work of artist

John Kindnesdrom the 198sis predicated on reflecting on these differendesyusingon
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the splits and divisions in his native Belfast. His oeuvre is typified by his tengtleek
characterisation of sectarian violence in kisnkey Town Besieged by Doggyies of 1985
(Figs. 78-79). This series of works, including chalk drawings and netsuke pieces, was
influenced bynineteentkcentury singeries(paintings of monkeys as humans), images of
performing animals and even popular Rupert the Bear illustrations (McAvera.2013)
mischiewusly depicts monkeys as Loyalissnd dogs as Republicans. Kindness slyly
undercuts the pomposity of religious and ethnic symbolism to focus simply on the animalistic
nature of sectarian antagonisHis use of humour is remarkable, yet Kindness seesasheés
normal reaction to his cultural context of Belfdstan interview of 2013, McAvera posed a
question to John KindnesgAlmost everything you do has humour in it. Yet outside of
caricature, there is remarkably little humour in the art world. WRy®which Kindness
retortedd think you have to ask the humourless bastards why th@tlisAvera 2013: 82).
Kindnes® work is riddled with dark comedy, something he regards as a quintessentially
BelfastcharacteristicAs he say$ dB]lack humour issomething | think Belfast people @n
help: finding some element of mirth in almost every situation. (McAvera 2013TBi3)dark
humour is emblematic of the genre d@fomic Gothi@ discussed by Horner and Zlosnik in

their article@Comic Gothi©(1999)andtheirlater bookGothic and the Comic Turf2005)
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Figs. 7879 John Kindness(1985)Monkey Town Besieged by DogShalk drawings.

It is this same ense of deep community divisidhat also pervades KindnésSectarian
Armour (1994) (Figs. 8081). Sectarian Armouris a jacket that has transmuted into
contemporary armour througise ofmaterials (gilded steel and brass), using mannered forms
borrowed from the classical mode of Greek vase paintings. The front of the jacket divides
neatly in two, edt half representing the ethnic and religialigisions of Northern Ireland;

one side decorated with pigs, shamrocks, harps and an image of the Catholic Madonna, the
other with bulldogs, roses, crowns amgortrait of the Queen (Fig. BHowever, the revse

of the jacketarmour (Fig 81) reveals the sinister consequences to this division, a funeral
procession that islso divided neatly in half, Loyalist trappings on one side, Republican
trappings on the other. At the baskthe jacket lie two skeletonsne still grips a pistol,
acting as a griclmemento morof the inevitable end of conflicBectarian Armouconstitutes

part of the collection of the Imperial War Museum, and perfectly illustrates the mission of the
Museum, to illustrate and translate the effects of war. In his work, using a mixture of humour
and pathos, Kindnedscuseson the traumatic impaaif guerrilla warfare on the domestic
lives of civilian population of Northern Ireland during the Troubles, and on the repercussions

of this conflict into the present.




Chapter 2 North and South[Post]Colonial Notions of Home

Figs. 8681. John Kindness(1994)Sectarian Armour Etched, gilded steel & brass

Floating Home

The art of John Kindness is rooted in a deep sense of place; his compassionate and satirical
works are infused with a strorgeniusl o cthat®pirit of place that stems from the unique
position of both Northern Ireland and his native Beliasgeography, history and culture.
Kindness refers to his childhood in Belfast as a constant source of inspiration, furnishing him

with a set of observations that inform much of his subsequent art:

Something that always interests me is what artists dkitiasso many biographies jump from
birth to further education but the alchemy starts much earlier. | grew up, like Louis
MacNeice, between the gantries and the hills, overlooking the waterworks, in Brookvale
Avenue, an urban place that had access to edgior serivildness. When you can observe
nature and your fellow humans: thatdbas you quite a lot about botiMicAvera 2013: 82)

In his Belfast Frescoeseries (1995), Kindness created large panoramic panels that resonate
with a sense of gentle nokje. In one panel, Kindness captures the early morning hush of
his home with a vivid inscriptionéEarly in the morning there was a cigarette that moved
around the house, it was my father gejtready to go to wod(Fig. 82). The quiet harmony

of this image is offset by an illustration of a teapot and teacup, both emblazoned with images
of the Titanic, that famous Belfabtilt ship that tragically sank on April 14 1912. This
image alludes to the artistfather who was employed as a shipbuilder, antbofse to the
larger story of the ship itself. Gibbons (1994) has pointed out hoWrtheimlichnature of

the doomed ship is concealed within the homely images:

The link between the innocent detail of the cigarette and the imperial icon of the ocean liner
forged by the sustained visual pun in the border of the image, in which the smoke of the
cigarette is gradually transformed into the fog and mist which concealed the icebery on th
ships fatal journey(Gibbons 1994179
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Fig. 82 John Kindness(1995)Belfast FrescoesOne of a series of twenty lime frescoes on slate

The Titanic Belfastmuseumwhich opened in 201has worked hard to position the
icon of the doomed ship as central to Belfast cultlifanic Belfastis sited on the original
Harland and Wolff shipyards, the building base baith the Titanic and its sister ship
Olympic. This dTitanic Quartedwas planned from 2001he land put aside for this enormous
visitor experience (MacAlister 2001). Like a mouwesteful version of the Doagh Famine
Village, or the haunted experience in Loftus Haitanic Belfastalso profitscommercially
from a reexamination and renterpretation of traumatic history. In thisuristic context of
historic simulacra,we see homegresented as icons of disaster, famine and paranormal
activity. These national ideas of the traumatic home engage with commerce to collude in
representing a recurrent version of the Gothic home, where the igaattificially
reconfiguredin the presentThe Titani@ popularity as a historical and tragic narrative has
increased since the eponymous Cameron film of 1997, and theeotarian nature of the
tale has lent it a welcome neutral narrative in a context sensitised to-relignaus
overtones. Howver, the story of the Titanic is also directly linked with ideas of alel

home and with the divergence between above and below dels&syeen first and third
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classes The territory of the ship therefore becomes a mirror of socfédreince and it

transforms into a contested, floating home.

The Titanic, therefore, is the last in a line Whheimlichhomes considered in this
chapter:an uncanny, floating home that held within it the people of the splitdanded
nation who sailed on it also constitutes an stable home irthe amorphous, Hhetween
space of open seg@ig. 83. Ireland as an island nation hhad a long and ambaient
relationship with the se&dothas destroyer of life ands provider of food. It has a history of
monastt travels, fatalistic expeditions, phantom islands, the slave trade and the Famine
coffin ships, those notoriously 4built and crowded ships of the I@ithat carried Irish
emigrants,both alive and dead, to different regions of the world. In Irish foiklthere are
countless sailofstales told of strange territories off the coast of Ireland and bizarre
happenings at sea (Curran 2008). However, of all these Irish tales of the sea, surely the most
memorablds the tragedy of the Titanic. The allegediysinkabléship built in Belfast that
foundered on an iceberg at sea has becarmagic iconpopularised in history, monumien
and film Like Cr o €Gho3tsShig1998) a flickering, phosphorescent evocation of a ship at
sea(Fig. 84), the mountainous sptre of the Titanic has animated responses in the work of

contemporary artists from Kindness to Napier to Duffy.

Figs. 8384: (From left to right): Titanic Leaving Belfast(1912). Photograph Dorothy Cross (1998)
Ghost Ship Installation.
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However, the story of the Titanic is also bound up in family narratives and
constructions of home as seen in Kindddslfast Frescoeand Duffyds Legacy(2010). In
Legacy Duffy succumbs to an archival impulsettiiaites her various interestkie colonial
past,family history and the history of conflict in Belfast. DufifyLegacy(2010) is a body of
work based around the Titanic but also around Oaffamily documents and histories as
they relate to this iconic sh{jfrigs. 8586). For this 2010 exhibition, sh@roduced a sequence
of archival works from her own family history relating to the Titanic. Dagffydea for
incorporating her own family experience into this grand Belfast narrative stemmed not only
from her direct family experience (her father was onthefonly Catholic shipbuilders in the
Belfast yard), but from her experience researching the project in the Public Records office,
where she discovered documents that someone had subsedrensigad with their own
comments. This led to her creation of family palimpsests, where her family archival
documents are overlaid with images to suggesadaeetion of information over an extended
time-span This process of working also evokes the simultaneonsnuation and revision of
family accounts of a universal story, a methodology further explored in the memory project

that constitute€hapter Five

As well as these family documents, Duffy created a series of finely detailed ink and
graphite drawings #t map the relationship between the ship and the conditions of the
colonial Belfast site of its production. This is illustrated in D&fVitanic Ater Goya(2010)

(Fig. 89. This chalk drawing refers to Gagaetchings The Disasters of Waand Los
Caprichos created after the Spanish adsexperience of th&lapoleonicwars in 1790s
Spain. The echo of these eighteeogimtury etchingswith their tortured bodies and

screaming faces, comia with the distinctive shapes of the ship shown in ceegionand
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the invasive form of the iceberyp create a complex, mullayered image of historical

trauma.:

Darkness, psychological turmoil and nightmare terrain from 1790s Spain is now layered on
the sinking vessel. Duffy here seems to be engaging with@apt#stic mission to show just

how the sleep of reason produces monsters (and paramilitaries and icebergs): Her re
contextualising and crosgferencing of history points to the universality and eternal
recurrence of human tragedy, conflict and strug@avage 2010)

Fig. 85 Rita Duffy (2010)Titanic After Goya From Legacyseries Ink and graphite.

While DuffyGs Titanic After Goyaconnected the floating home of the Titanic with Gisya
horrors of warjts companion piecéleart of DarknesgFig. 86, maps the colonial nature of

the ship by referencing Joseph Corisadeart of Darknesg1899); his polemic novel of

death, colonisation, madness and trauma. Just as the novel exposed the terrors of colonialism
in a stark and explicit manner through the pees of the maddened and savage Kurtz,
Duffy& drawing exposes ttaark nature of the ship as a floating colonial home. From the
dark interior of the shipmerges not only the recurrent form of the iceberg but also the figure

of George V, resplendent in higremonial dress. Over the ship resonates the last words of

Kurtz: 6The horror! The horrod
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Fig. 86 Rita Duffy (2010)Heart of Darkness From Legacyseries.Ink and graphite.

Conrads Heart of Darknes®ffers a plethora of melancholy images of lost voyages. One of
these cited is the Franklin Arctic expedition (also referenced in Jules &&efmenty
Thousand Leagues Under The Bé&awhich the HMS Terror and the HMS Erebus were lost,
frozen in the icywastes of an attempted Arctic passage. Belfast artist Philip Napier in his
Unpacking the Terroshow at The Dock, Roscommon (2011) created a series of installations
that reflect the ambiguous whereabouts of these missing ships lost in the North Wes Passag
(Figs.87-898). Like the illfated Titanic, these ships function in Nagseresearch as signifiers

of both historic mystery ancbntemporary commercialism.

Figs. 87-88: Philip Napier (2011)Unpacking the Terror Installation and photography.

Unlike the hushed storiesf the Famine, or the bitter sectarian wars of Northern Ireland, the

tale of the Titanic is seen as a neutral narrative that nevertheless reflects the colonial legacy
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of the country and its impact on the fractured sense of homstilhgermeates Irish culture
The Titanic thereforg functionsasan enormous, universal narrative that also conceals within
it the tragic nature of home in Northern Irelands a story of family tragedies, loss, division
and separation. The tale difet Titanic can be seen as a continuance of the Irish tradition of
the stories of loss concerned with the sea, as part of the melancholy romance literature around
lost ships. It also connects to the tradition of folklore and loss built up around the
precarousness of Irish existence as an island at the edge of the Atlantic. This importance of
strong narrative is key to the sense of storytelling core to Irish notions of home, as discussed
in Chapter One Foster emphasises the significance of taleshapig a sense of history:
GAgain and again in Irish history, one is struck by the importance of the narrative mode, the
idea that Irish history is distoryd, and the implications that this carries about it of a
beginning, a middle and the sense of an eriRgster 19944-5). This tale of the Titanic
lingers and recurs in a madnheimlichfashion in contemporary cultur&argely due to its
function as amcon ofdoom However, the Titanic as interpreted by Duffy and Kindness, also
serves as a reminder of the multiple narratives thaxest in any historical story, of how the
grand narratives of history are interpreted and sometimes contested by a more Gothic,
nebulows world of family stories and altered accounts. This idea of counternarratives of
personal reminiscence as opposed to official histoteods is returned to in greatktail in
Chapter Five. As such, these Gothic counternarratives from the FamineTuathie allow
us to critically consider historical events in a contemporary comtexschultz (2010) puts
it:

The gothic provides us with both the theoretical framework and precise language for

discussing Irelani historical ghosts, and for placing 2tsntury Ireland in conversation

with the traumatic events of its historical past. Moreover, the Gothic points us to sites of

imaginative reinvention of Irelads historical narrative and cultural myths, giving iconic
historical events new social meanimgit he presenté (Schultz 2010)
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Conclusions:Waiting for a Thaw

This chapter considers in more detail the notion of national identity already discussed in the
Introduction While Chapter Oneaefers to the idea of folklore, especially legends, as shaping
ideas of Irish Gothic, and of their reflection in contemporary fine art practice, this chapter has
examined how this sense of national identity is also shaped by history, both ancient and
moden. It looks at how Gothic ideas of the home in contemporary Irish culture are shaped by
the legacies of colonialism, the deprivations endured under colonial rule and the restrictions
on home created by the Penal Laws. This idea of home as a contestethdpatory is also
examined inChapter Five in its exploration of agrarian warfare, the burning of Wildgoose
Lodge and the traumatic aftermath of this incident. It also emphasises the metaphorical
significance of the ruin, which is further explored inks with Chapter Fourthroughits
consideration of the impact of the recent ruin on contemporary culture, economy and art.
Someof the Irish depictionsof home in contemporary art practice explored in this chapter
can be read as confidently postcolonial, with artists such as Horrigan and Keating
preoccupied with revoicing ancvising histories. Howevemany of the works discussed
hereare haunted by thpast, bythe shadows of colonialism and conflict, as evidenced in the
spectral themesgxplored by Cleary and Doherty. Artists of the North of Ireland are also
concerned with recent sectarian conflict, traumatised by the same histories they seek to

revise This sense of inevitablreturn is echoeid Wiskeis definition of postcolonial Gothic:

Postcolonial locations and mindsets cannot avoid the Gothic because they are laced with the
history and memories of the colonial and imperial past and these netprassed, silenced,
denied, leaking out of the material circumstances of the contemp@Asisker 2013: 512).

In Rita Duffyés ambitiousThaw project (2005 - ongoing) the haunting metaphor of the
Titanic drave together vaous skeins of family, communitgnd national identity. It is

appropriate to consider this project as the last in a line of artworks, both colonial and
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postcolonial, that haunt thishapter In 2005, Duffyannounced an ambitious proposil:
form Thaw Ltd, a company focused on towing glmminated iceberg from Greenland and
mooring it off the coast of Belfast, where itould be allowed to melt (Fig. 89In a post
conflict era, Duffys determination to engage with the narrative of division standdnoah

interview with ChristafisDuffy comments:

A huge big mountain of ice seems to be the most eloquent way of describing where we are.
There is a certain type of madness in Northern Ireland society, a denial of what has happened
to us. Maybe is time to come out of denial and confraritat has sunk ugChristafis 2005)

DuffyG energ and vision for this projectwhich she sees as a necessary and powerful
symbd of sectarian reconciliations unabated. In 2015, she continues to host meetings to
discuss the possibility of driving thoject onwardskor Duffy, this process will mirror her
hopes for a thaw in attitudes in Belfastiety of the postonflict era,a place still mired in
separations and divisiond.haw aims at catharsis; its current failure to materialise is a

speakingestimony to the lingering divisions in Northern Irish society:

As time passes the immediacy of violence, suspicion and paranoia subsides. Different
contours begin to dominate the political landscape of the North; a place of reconstruction,
where city andccountry become reconfigured according to a logic of economic necessity, and
history is once more remade in the image of current imperatives. These negotiations with the
past permit its stories to be told in a different way; that which was buried becomssezk
previous certainties becomgen to question. (Duffy 2005)

However, in a intriguingpostscript,Thawhas since materialised in a different guise2014
Duffy produced another project, also titl€édaw a set of surreal products designedSapa
Sealadacha popup shop on the Falls Roadieatedin co-operation with the West Belfast
Partnership. The objects @ale, includingB-Special HoneyDisaffected Disinfectanand
Peas Processall illustrate Duffyés dextrous coupling of the humdruoontents of the
suburban food cupboard with th®rthern Irishlanguage of political angty (Fig. 99. In this

work, she, like John Kindness, illustrates the domestic resonance of political divisions in
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Northern IrelandlIn its entirety, Thaw functions asa fascinating dual project in terms of
identity. The original project of floating the iceberg home to Belfast presents an interesting
failure, the complex and continuing negotiations undertaken by Duffy illustrating at once the
desire and the impossibititof full reconciliation within the stildivided ideas of home,
family, community and nation in Northern Irelanl.h a vgécend incarnation as tl&opa
Sealadachtakes this notion of division and expands it to includgffyG concern with
feminist art,with household itemsandwith their association with the female sphere of home
Her work actsas a subversive countearrative to thefficialé voices of postonflict

Irelandwhich she sees as deeply problematic on both a political and feminist level

We have a deeply misogynistic, patriarchal society here in Northern Ireland. \Govo@es
really need tl was boen femaleaandithelfefoere wo&eissues and feminism
seem obvious and important concerns for me as an artist (Savage 2010).

- L PEAS
\PROGESS'

Figs.89-90: Rita Duffy (From left to right): Thaw (2007) Mixed Media; Thaw (Peas Procedq2014)
Installation.

The legacies of Big Houses, Famine cottages, Penal Laws and Northern conflict resonate in

the following chapter as we continue to explore the notion of colonisation and itefédtgs

in Irish society.From the divided historical spaces in the RepubditIreland to the more

contemporary political digions in the North of Irelandhe rotion of home as a Gothic space

still pervadesa space of danger, loss, feard silence This fragmentednotion of home is
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also explored inChapter Threewhich focuseson how the Gothic space of home also
functionsas an intensely female spaddis chapter examind®w thisspaceand the female
bodies occupying it arboth controlled ana@olonised by legislation enacted by Church and
State.Herg DuffyGs Siopa Sealaddcwith its surreal shelves of prodeigs mirrored in the
passionate and polemic art of Aideen Barry, Dorothy Cross, Cicely Brennan, Amanda
Coogan and Patrick Jolley as the grim and gendered legacy of history continues to leak into

and damage notions of henm contemporary Ireland.
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Chapter 3: AVomen who just car@t seem to get out of the houge

Domesticity, Abjection and the Uncanny

e[ T] he 1 iterat ur eonfponteddvithcsecth ankiginwdugiognthoices has

been strongly marked not only by an obsessive interest in these limited options but also by
obsessive imagery of confinement that reveals the ways in which female artists feel trapped
and sickened both byufocating alternatives andylthe culture that created thefGilbert

and Gubar 1979: 64)

Figs.91-92: Aideen Barry (2011) PossessionFilm stills.

A woman peers through her letterbox, her terrified eyes scanning the hostile landscape
outside. Inside the house, however, the terrain is equally unwelcome; her home is an
uncanny, uncertain place represented in a state of perpetual flux. Cupboardsveasrs dra
fling open of their own volition, cups spin around and chairs sink into the floor. The female
protagonist at the centre of this poltergeist activity responds to this surreal domestic space by

manifesting strange and repetitive behaviours. In a degspana doomed desire to achieve
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domestic perfection, she tries to suck up dust like a hoover4Ejgto tan her arms in the

oven (Fig.92), to shave her legs on a disappearing chair @3y.to cut grass with scissors
attached to her hair (Fi@4), o slice bread with a garage door, to chahge clothes over

and overand to bake and eat in a frenzied fashion. All is to no aVad;ends up being
consumed byhe home within which she is confined, a perpetual prisoner of her own mental
and physical distress. This vivid lhaetion animation ifossessionAideen Barrgs short

film of 2011, a dramatic exposition of spatial anxiety, female confinement and uncanny and
abject behaviours. These striking images of domestic imprisonment and the surreal, anxious
and even hysterical responses to confinement that the protagonist exhibits recall both the
eighteenthcenturyinterests of Irish Gothic novelists such as ReginaidMRoche, Sydney
Owensen and Maria Edgeworth and thieeteenthcentury Gothic preoccupations of the
Bronté sisters and Charlotte Perkins Gilmaossessionin short, functions both as a
contemporary exemplar of the genre fefmale Gothic(Moers 1976) ath as a striking

illustration concept of the domestic uncarfdgntsch 1909, Freud 1919, Rog2@03.

Figs.93-94: Aideen Barry (2011)PossessionFilm stills.

Barryés film is at once a straightforward parable of female confinement andidaré&sticity,
but it also presents us with an ontological confusion: the many different and possible

meanings of the wordpossessial Is the home irthe film a possession? Is k& wanan
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within it? Are theobjects in the hom@ossessetlls she possessed? Is the house? Or are
women, house and objectdl possessed of some sinister spirit that animdiem tlike
automata in this jerky stemotion fashionAnd who is the possessor? Gilbert and Gubar
discussion of woman imagined as hows®] the consequent ambivalent relationship between
self and homeis relevant heredoreover, conditioned to believe that as a house she is
herself owned (and ought to be inhabited) by a man, she may once again but for yet another
reason see herself as abject (Gibert and Gubar 1983: 8@arry hasalsocommented on

the multiple meanings d?ossession

Possession implies ownership, it also could be to be possessed, in a spiritual, paranormal or
supernatural way. | dénbelieve in ghosts but | do believe people are possessed, or have been
possessed over the past ten years in IreldMd.lost the run of ourselv@s/ou hear that a lot,

or vhat possessed them tdis often discussed as a means of understanding the manic way
we built, bought, and bludgeed ourselves into ovdyuilding. (Andrews 2011

Possessiortrembles with a barelyestrained, preerbal anxiety; it functions as a silent
scream communicated thugh attempted actions, facial expressions and bodily responses.
This film piece echoes the confusion experienced by trauma suffetect locks them into
what Bloom (1999: 6) termépeechless terrgra state where words and images separate.
Possessiomesonates with images of dangerous domestic sgakthe surreal behaviours
that they induce. It sites home as a place where cognitive dissonance reveals itggif throu
anxious repetitionsas a space where the repressed always returns. In her, Barky
consistently plays with themes of nervousness, imprisonment, hysterical behaviobis, ph
reactions, surreal objectnd the metamorphosis and even obliteration of women within
domestic space®Barryd Gothic homes with their atmosphere of confieatn uneasiness
and repression have been characterised as a manifestadiostafble domesticif(Gilsdorf
2011). Her dysfunctional domestic spaces draw upon a rich range of references from Jentsch

(1906),to Freud (1919)to Charlotte Perkins Gilman 892). Barrys work resonates with
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ideas of the Gothic and the uncanny, preoccupations that she retuepeatedly As she

says dam really interested in Fredgl notion of theUnheimliche the uncanny, something

that can be familiar and strange at tlaens timé (Gilsdorf 2011). Barrgs art speaks of
spatial phobias, mental illness and the unease of female confinement. Like other
contemporary Irish artistsuch as Cross and Mahehe uses a form of surrealism tgeess

these problematic spacasd the people and objects within them. The homes she depicts are
unsafe places, constantly in a state of flux, threatened by forces of social pressure from
without and forces of mental anxiety from withifhey are plagued with questions of
ownership, lgitimacy and belongingPossessions just one of many works of & art
produced from 199@015which deals with notions of dispossession and uncertainty that lie
within the strange space of the Irish Gothic home, a place composed paradoxically both of

crushing boundaries and of vertiginous, liminal spaces.

This chapter considers the contemporary Gothic home as a dysfunctional gendered
place wherathe terrors of boundaries and boundedness contradictorily é(&eecindiver
2010: 8). This emphasis onrdmement, constraints and ensuing related phobias makes a
female Gothic(Moers 1976) reading of these spaces entirely relevant. Female Gothic as a
literary genre is characterised by the shifting boundaries and claustrophobic spaces of
domesticity It alsoconsidershow these difficult spaces simulate metaphors of problematic
patriarchal structures. A clear argument can be rmtieate the genre of femaletic not
only within the literary canon, but alseithin the history of visual art practiceg tradtion
forged by both the female Surrealists and by explicitly feminist art by artists subidg
Chicago, Miriam Schapirand the Gorilla Girls from the 198 onwards.In the work of
Barry and other contemporary Irish artjsieme manifests repeatedsy an uncanny place, a
world of female disbentation and disassociatiomom Freuds dirst home& the womb,

which he describes aéanUnheimlichp| aceét he entrance to the
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being® (Freud 1919: 944) to contemporary domestic spabiee Gothic nature of the Irish

home recurs in the nervous, repetitive actions and the weaponised domestic objects of Barry,
in the claustrophobic, atomised spaces filmed by Patrick Jolley, in the eerie, sexualised
furniture of Dorothy Cross, in the fiexcdark waves of Cicely Brennan, in the kslirouded

sculptures of Alice Maher and in the agonised and abject performances of Amanda Coogan.

This chapter continues to build the case for contemporary Irish art practice as the site
of resurrection of the @hic home.In this section of thehesis,the Gothic home appears
again as a pivotal concern in contemporary Irish art, but this time its recurrence is explored in
relation to manifestations of the domestic uncanhyexplores how spaces of home are
defined as confined, liminal dneven dangerous spacespecially for the women within
them This examination of domestic space as a potentially hazardous space within
contemporary culturbas strong connectiomgth the thesis as a whole. This chaptgymarts
and expands the notion of home as a site of peril already explor€thapter One It
examines the idea of the unsafe home and contextualises its abject and uncanny forms within
the canon of female Gothitt. also relates to the haunting legacy ofamialism explored in
Chapter Two This chapter scrutinises a similar history of colonisatispecifically it
examineghe colonisation of the female body and home by both State and Churdbpksd
athow the psychological effects of these constraes®nate in images of domesticity within
contemporary lIrish art. Finally, the location of the home as a site of possession and
consumption initiates the discussion of the development of these uncanny spaces into fully
fledgeddhost estatégMcWilliams 2009), and the resonance of these physical developments
in contemporary art; an argument that is further developedhapter Four This chapter
discusses selected works by Aideen Barry, Dorothy Cross and Patrick Jolleygidetan
manifestations of female dhic within the domestic uncanny, also referring to other

contextual works by Amanda Coogan, Rita Dufffice Maherand Cicely Brennan. The
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development of the idea of the uncanny is central to this thesis. This chapter offers a detailed
examination of th idea of recurrence within female Gothic and domestic spatiality, just as
the other chapters of the dissertation explore the notion of uncanny return within different

definitions of the home offered lmpntemporary art practitioners

This chapter alscentres on trauma, but specifically on the distress that manifests in
relation to a confined, uncanny and abject domesticity. The closer we scrutinise Irish
contemporary art, the stranger its portrayals of domestic space seem, especially in relation to
thehome as female space. The sheer volume of work produced by Irish artists that site home
as a dark and threatening space for women is perplexing. Furthermore, these concerns
illustrate a surprisingly close connection with the eighteeatid nineteenticertury Gothic
preoccupations with home as a site of female domestic confinement. Even more puzzling,
this outpouring of contemporary anxieties in the tangible form of home cannot really be
identified as part of an international trend; in fact, corapke arists like Tracey Eminin
works like Tent(1995) andBed (1999), position home as a site of defiance, where objects
associated with home are subverted as a celebration of independence from domestic trappings
and rituals. LikewisgRactel Whiteread (in work like Ghost (1990) andHouse (1993))
explores negativelomestic spaces as physical objects to communicate ideas of home as
monument that expresses the impressively tangible quality of domestic memories. Only in the
agonised, autobiographical (re)constioies of Louise Bourgeois Red Rooms: Parents
(1999) andCells (198993) do we find a parallel for this Irish outpouring of apprehension,
fear and anger in relation to female domestic space. In order to offer an explanation for this
recurrence of historic @hic concerns, this proliferation of work concerned with fear and
female domesticity, this chaptezads the Irish contemporary art work examined as located

within several key canons of worithin the tadition of female domestic anyithin the
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history of Irish feminism and within contemporaryroblematic discourses of gender and the

body in Irish society and culture

The key to unlocking these multiple anxieties in relation to female space lies partly in
an understanding of how the uncanny operatethe context of Irish history, culture and
memory. The uncanny signifies the return of the repressed,; in this case, it is the recurrence of
the Irish Gothic homewhich has been resurrected @ontemporary art practice. This
recurrence of troubled domestspaces through surreal manifestations of the uncanny is
significant. This chapter traces the uneasy relationship between women, Church and State in
Ireland from the establishment of the constitution in 1937 to the present day, and the repeated
return ofthis relationshipn contemporary cultuteThis relationship i€xpressed through the
uncanny repetition of national issues of body, sexuality and ownershigthcoatemporary
media discourse. However from the point of view of this thesis, it is ajs@&sedhrough
art that explicitly uses abject discourse to map the gendered landscape not only of the home
but of the female body. The chapter examines how this Irish Gothic art itself is linked with
the uncanny, specifically, to the trope of tbaheimich home and theéHeimlich secrets
contained within itand how this isllustrated by the return of the dark, repressed nature of
the home in Ireland. The concept of the uncanny is examined in relation to ideas of contested
space and repetie actions irdomestic settingand the consequent subversion and slippage
in roles within the context of home. In this uncanny, liminal space of the ,hanai@ary
domestic objects become subverted, surreal and even cybernetic when exposed to this
charged domestic spacThese uncanny situations and images are underpinned by the use of
various tropes such as involuntary actions, doubles and automata. The surreal objects
produced by this art, these functionless, malfunctigningnetamorphosed objectsecome
expression of domestic unease, where the physical realities of the home become warped and

transformed. This chapter linl&urrealism ashe original mode of art used to describe these
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uncanny images with the simultaneous rise of early psychoanalysd applies a
psychoanalytic perspective to reading this work. To summarise, therefore, in this chapter
home is examined as a place where the uncanny return is linked with Irish female history and
notions of the repressed past. It is a place where this inevitableersmiis characterised by
phobias made manifest, by the imprisonment of female protagamstdy the disruption of

spatial and behavioural norms inside these Gothic homes.

Figs. 95-96: (From left to right): Dorothy Cross (1997)Storm In A Teacup Installation; Meret
Oppenheim (1937)0bject Sculpture.

Surreal Homes

Cr o disndpiece Storm In A Teacufl997) offers an excellent example of way in which
contemporary lIrish artists use Surrealism to translate ideas of domestic danger by subverting
objects, rituals and settings associated with the homedbjgInC r o s189d siece, a boat

rises and fall on the ocean, as men huddled iouarach navigate the stormy waters of a

shark hunt. These flickering black and white images are taken from the staged shark hunt in
the 1934 filmMan of Aran The projected images are framed by the most unlikely of @shjec

the most demure of all domestic images, a cup and saucer. Cross has often used the shark as a
symbol of male aggression, and the containment of the male energy and turbulence within the

delicate teacup is a comment on domestic violence that is enactétthin the Gsaféd space of

153



Chapter 3Women who just ca@ seem to get out of the houge
Domesticity, Abjection and the Uncanny

the home in Ireland. The form of the piece and its subversive nature suggests one of the most
famous icons of Surrealism, Meret Oppenh@i®bject (1936), or, as it is known by its
colloquial title, Breakfast in Fur(Fig. 96). While Oppenheirgs work is concerned with sly,
sexual connotationser teacup posed as an overt symbol of the female genitalia, Cross is
more interested in connecting the frail form of the teacup with ideas of a dangerous Irish
domesticity. In order to exame contemporary Irish artworks in detail,is important to
recognise how this work reflects the preoccupations of female Gothic and the problematic
history of women in Irelandgndto recognisénow this workpresents a return to the concerns

and forms &Surrealist female art.

In the works of Barry, Cross and others, this contemporary use of Surrealism in Irish
art is striking; it offers a transformative and revitalised approach to the style, while still
maintaining its original function of beingabovérealism, of seeking the reality beyond the
surface. Surrealism is an art movement that established itself in tBg 488 continued to
maintain a strong presence in the Western art wantd the 19®s It is influenced by the
work of artistic precursors who were interested in ideas of the uncanny, the bizarre and the
strangemanifest in painterly realityBosch, Goya, Fuseli, Bocklin, Moreau, Roussemd
Munch (Alexandrian 1978)D u ¢ h a rbpdass oeauvre also influencs it, especially
Fountain (1917) LHOOQ (19199 and ot her 6readymadeso, whi cl
contradicted the physical art obje&reton famously described Surrealiasta juxtaposition
of two more or less distant realities. The more the relationship between the two juxtaposed
realities is distant and truthe stronger the image will bethe greater its emotional power
and poetic reality (Breton 1924). The relationshipetween this art movement and
psychoanalysis is widely acknowledged by Alexandrian (1978), Fuller (1980) and Lusty

(2007).
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The almost simultaneous birth of psychoanalytic practice and the Surrealist movement
is not coincidental. Breton had been so impressed with B3exatly psychoanalytic writings
that he travelled to Vienna to melkim in 1921. Breton indicated that the aim of the
movement wasgthe marvelloug and preferably the marvellous in contemporaii, linspired
by the symbolism of dreams, whose latent content was revealed by psychoanalysis
(Alexandrian B78: 48). Early psychoanalysssich asFreud andJungand the Surrealists
shared a kindred desire to question dominant orders, to reach beyongpehesl and the
obvious, to facilitate theevelation of longheld secretand to interrogate underlying truths
that lay behind the fagade of the conscious mind. There are also direct links between the
Surrealist movement and Lacan; indeed Lacan agtpalblished some of his controversial
doctoral thesis in the Surrealist perioditéihotaure His famousDialoguesbetray his early
Surrealist leanings, typified as they are by his provocative play on words and his interest in
unpacking and reassemblingn¢puage just as the Surrealists dismantled and reimagined
artistic conventions. The methods employed by the early psychoanalysts and the Surrealists
naturally differed; psychoanalysts choosing to question clients in a systematic manner in
order to reveal auealed truth, while the Surrealists, as Breton put it, harnessed the force of
Qure psychic automatigi{Breton 1924)to capture the essence of their own unconscious
minds. However, this mutual desire for a latent, hidden sétaétwill inevitably resuiace
and the dark nature revealed by this resurrected truth lends both early psychoanalysis and

Surrealism a shared interest in theheimlichor the uncanny.

The uncanny itself is a psychoanalytic concept, based as it is on pioneering work by
Jentsch (196) and Freud (1919). Jentsch lays out many of the basic tenets Hurhis
Psychologie Des Unheimliché®n the Psychology of the Uncanmn which Freud built his
subsequent definition of the uncanny and its various manifestations (the recognition of the

uncanny effects through invisilillnesses, wax figures, dolend automata). In his 1919
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essay Freud enlarges and contextualises Jéntanhlysis by framing it within th@éhe return

of the repressédHe links the uncanny with strange manifestatidngpressed secrets in the
form of surreal images, adding to Jentscbanon with the inclusion afoppelganges, the
confusion of animatand inanimate objects, corpsasd fears linked to both castration and
blindness. TheUnheimlichis, by its nature concerned with the homeHgim), as is its
antonym,Heimlich. Indeed, Freud readily admits that the haunted house lies as the centre of
the concept of the uncanny, a home haumetonly by spectredyut alsoby memories,
secrets and anxietighat recurrepeatedly Royle (2011) agreesjB]ut the uncanny is not
simply an experience of strangeness or alie
uprooted, the revelation of something unhomely at the heart of hearth and (Royke
2011:1). Indeed theery concealment of the wotkdeimlichwithin the wordUnheimlichis a

neat analogy of this mingling of secrecy and the revelation of secrecy contained within the
concept of the uncanny. As Freud putgHteimlichis a word the meaning of which develops
towards an ambivalence, until it finally coincides with its oppositeheimlich Unheimlich

is in some way or other a sspecies ofHeimlichd (1919: 4).Surrealism is the artistic
language of early psychoanalyaisdit offersthe first artistic translation of the concept of the
uncanny into fine art. Surrealist graveartistssuch as Max Ernst, Salvador Dali, Remedios
Varo and Dorothea Tanning coded mechanism through which to discuss both individual
and communal secretsn lirish contemporary art practice, Surrealism becomes a coded
language for discussing female Gothic spaces, a way of saying the unsayable, of revealing the
Heimlich secrets at the heart binheimlichmanifestations. This notion of the unspeakable,
the margral and the dispossessed is central to the conception of the Gothic itself. This
psychoanalytic idea of something concealed then revealedf something buried that
returns is core to Surrealist art. Surrealist art, inherently based on principlestap@sition,

is perfectly placed to capture the paradoxical nature of thearumy described by
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Masscheleindn the case of the concept of the uncanny, we are faced with a paradoxical
situation. Although the history of its conceptualisation can be cléadted because it is a
relatively young concept, the uncanny has gradually come to signify the very problem or

even impossibility of clearly defined concepts as s@gtasschelein 2003: 1).

Surrealismis also germane to articulation of thbject especilly to its manifestation
throughdmodification either of speech (parapraxes etc.) or of the body (symptoms) or both

(hallucinationsd (Kristeva 1982: 7)Although Kristeva is firm in her differentiation of the

uncanny and the abject, she acknowledgesdhat!l i nk exi st s: OEssenti
Afuncanniness, 0 more vVviolent, t oo, abjection
kin; nothing is familiar, not evelnsharthte s hado

abject mainly manifestthrough Surrealist distortions of both the body and the mind. This
close connection between Surrealism, psychoanalysis, the abject and the uncanny home
offers a strong case for a psychoanalytic reading of this Gothic and Sudreslistrtwork.

As Bruhmputs it:T]he Gothic can be readily analysed in terms of psychoanalysis, for many
the twentieth centu supreme interpreter of human compulsions and repre§¢inthm

2002: 261).

Figs.97-98: (From left to right): Remedios Varo (1960)/WomanLeaving the PsychoanalysPainting;
Dorothy Cross(199295) Freudé Couch Sculptural installation.

157



Chapter 3Women who just ca@ seem to get out of the houge
Domesticity, Abjection and the Uncanny

Two of the most interesting commentaries on the relationship between women, art
and psychoanalysis are found in the work of Surrealtsgt Remedios/aro (19081963) and
Irish contemporary artist Dorothy Cross. Vat@/oman Leaving the Psychoanal{s960) is
direct in its engagementith both Surrealist art and psychoanalysis (F&7). A veiled
woman stands in a little walled courtyard outside hgclpsanalysis office, her veil slipping
to reveal anothesecrefy head beneath her clothesiehand holding the wizened spectre of
her fathets head, about to drop it down a well. The link with psychoanalysis is spelled out
through text, with Freud, &ig and Adlets initials inscribed on a little plaque beside the door.
However the stillswaddled figure of the woman, the enclosed nature of the courtyard and
the inevitable return of the repressed all point to her freedom from her secrets being of a
temprary nature. Thehostof her father is almost certain to-eenerge. The space she
occupies is still haunted by the spectre of her father. It is still not completelglace.
Contemporary lIrish artist Dorothy r o 199285) sculptural piec€reudis Couchoffers a
complex, surreal and satirical take on the relationship between psychoanalysis, sexuality,
women and art (Fig98). The actual couch belonging to Freud is the most famous ekhibit
the Freud Museurm Hampstead, London,fatishized objectcovered with luxuriant Iranian
rugs and chenille cushions. Here Cross interprets this object, which is associated witls Freud
office and his home, as an abject, strange object that evokes multiple meanings. Taken from
her famoustuddeb series of the 19%0which applied natural materials of cowhide, udders
and teats in the (re)construction of household objécesjdis Couchis a direct reference to
the years of Jungian psychoanalysis experienced by Cross during the e@dy(\Yadner
2005: 25). The struare of the piece reflects her interest in Jsrnigea of the anima/animus;
the penis cast idrish Waterford glass that lies innocently on the couch balances the-breast
like object of the teated pillowl'he identification of therapy with nurturing is umiiieed by

the use of the teatss are the many satirical associations with Freudian analysis, the
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sexualisation of the infanand the problematic nature of Freudian theories from a feminist
analysis.Kristeva®s theory of the abjeds$ also relevant her€ross deliberately @sa range

of natural materials divorced from their original, living context. The abject materials ef cow
skin and teats are arresting, not only in their symbolic natwe alsoin terms of the
Lacanan play on words they provoke wh opensthe piece up to multiple @anings and
uncanny resonances. These matewdstis associations both local and universal: of the foul
and the sweet, the sacred cow and the poor cow, the Irish farmyard and the Magda Mater
(Warner 2005: 27). Lyndenkg (2005) has noted the punning use of the waidted in

connection with feminist readings 6fr o averli s

Cross first began to explore the return of the repressed in relation to gender and sexual
identity, most notably in a series that came to be knawmerdudded works. During the

1990s, Cross covered a variety of familiar objects with cowhide, udder and teats intact. Using

sexual ambiguity as a deconstructive tool, she cleared a path within each gender stereotype
for the return of the repressed other / ud@leydenberg 2005: 5)

However, this image is also strange in terms of the physical space it occupies. The couch
itself is levitating, suspended on a wooden framework that confines it, almost like a
transparent box. This surreal transformation of householduduenthe gendered identity of

the home and these overtly psychoanalytic images are all themes edttonater in the

chapter.

Figs. ®-100: (From left to right): Dorothea Tanning (1943) Eine Kleine Nachtmusik Painting;
Dorothea Tanning (19703) Hétel du Pavot, Chambre 20&culptural installation.
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However, this tradition of exhibiting uncanny objects, happenings and manifestations
in the domestic interior is also an artistic tradition stemming from the early work® of th
female Surrealists. Remedios Varo and Dorothea Tanning {d@1®) both choose to
examine images of women within limited and circumscribed spaces. This relates to the status
of women in the Surrealist movementtire early twentieth centurymore common viewed
as muses and sexual beings. This constriction of role and the sexual nature of the male gaze
led female artists to regress to older themes drawn from mythologyp andskconcerns
expressed through images of confined and gendered saceXlkine Nachtmusik1943)
by Tanning offersan intensely Freudian image (Fig9). Two young, possibly pubescent
girls stand in the liminal space of the corridbhey are firmly encased in the landscape of a
dream; there is no logic to this universe. One girl lies against a door, her clothes torn open to
the waist, as if violated, the other, hair wildly extended from some invisible arspsitdic
gale stands staringt a huge sunflower, broken off and lying on the floor in front of her.
Freud in hisInterpretation of Dreamgonstrued flowers as a representation of the female
genitalia (1901), their overlapping petals a signifier of the secret aperture beyondsit ie e
read this hallway as a liminal space in time in which this violent sexual confrontation occurs,
as a distorted dream. Tanning, in a letter of 1999 revealed her own interpretation of this

image.

Ités about confrontatiorEveryone believes he/shehis/her dramaWhile they doidt always

have giant sunflowers (most aggressive of flowers) to contend with, there are always
stairways, hallways, even very private theatres where the suffocations and the finalities are
being played out, the blood red carpetruel yellows, the attacker, the delighted victim.

At night one imagines all sorts of happenings in the shadows of the darkness. A hotel
bedroom is both intimate and unfamiliar, almost alienation, and this can conjure a feeling of
menace and unknowrmices at play. But these unknown forces are a projection of our own
imaginations: our own private nightmares. (Carruthers 2011: 146)
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Carruthers (2011) interprets the Surrealism of Tanning within a resolutely Gothic context. In
her Hétel du Pavot, Chambr202 (1970-73), the deutrab space of the hotedppears aa
strongly gendered space that alludes to the female Gothic tradition thtloeigimcanny
deviceof bodies emerging from the wallBig. 100) InT a n n iworlg, dasger always come
from within, itis triggered by memories and the retufrtie repressed. Thidanger is seen
especially as a female danger, as a destructive force thatarem both physically and
mentally, the protagonists of her worR. a n n iidea d¥ female confinement, its equatio
with fear and harm, and its frequent coupling with notions of mental illness, hysteria and

neurosisis also core to ideas of the uncanny domesticity of the Gothic home in Irish art.

Domestic Gothic

The idea of an uncanny, gendered space is one farfiibiar both the literary and filmic
tradition of the Gothic. It is impossible to read the work of Barry without reference to the
literary Gohic trope of the confined womaa: tropecelebrated sincéhe evolution of the
Gothic novel. This notion of domestgpace as liminal and unsatfefound inliterary and
artistic genre of womenrepresenteth perilous states in theome such athe classic Gothic
trope of the imprisoned woman, a muelvived staple theme from Walp&eThe Castle of
Otranto (1763) onwardsThis trope of the confined and speechless woman is also a staple of
early Gothic novels by lIrish female writers in the eighteenth and nineteenth centuries.
Consider for example the fate of Sir &itJewish bride in EdgewoidhCastle Rackent
(1800) where, after a disastrously brief honeymoon period, she is banished to her room,
where Kit keeps her imprisoned for seven years. likely that Edgeworth waaware of the
narrative echo this tale offers (Loredgaister is thus confined inelvisd 1796 The Monl,
andshe would certainly have been aware of the famous Irish scandal of Tiid3candal,

mentioned inChapter Twan relation to the Jealous Wai$ the story othe Earl of Bdield
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and how he confinetis wife to her home fotwenty-oneyears for the crime of infidelity.
Female guilt and punishment are also rife in the work of Roche who pioneered the beginning
of the genre that we recognise as female Gothic today; in her work women are acutely
accountable for the domestic terrtinat unfold in their her narrativeSor Siobhan Kilfeather
QRoche is most concerned to examine the overwhelming sense of responsibility and guilt
which afflicts women. When there are murders they always come from within the family, and
are generated byst, greed and fea(Kilfeather 1994: 43)lt is nowonder that fiction of this
period emphasised the powmetations between women, the faynibnd the state. As

Kilfeatherremarks:

Gothic fiction enables Irish writers to address anxieties about speddilence, to accuse

the stateand the family of psychological terrorism without having to propose a program of
refor m. eéAbove all, per haps, it raises the
consent to their locations within home and nation, and it is not surprising thatNdrgn
Wollstonecraft, whose stay in Ireland had so many gothic overtones came to fictionalise the
dilemmas suggested iy Vindication of the Rights of Womehe did so in a gothic novel
(Kilfeather 1994: 44)

However, the social roots of the genre of detiteGothic are generally located in the
mid-nineteentkcentury Thisperiod saw the evolution of the tedmiomesticityitself, a time
when spaces of work and spaces ahkdecame separate and gendengith male identity
bound up with spaces of waqrfust as female identity becansssociated wittspaces of
domesticity (HartnelMottram 2013: 184). This limitation of sphere and the consequent
narrowed nature of a domestic identity meant, tfttatwomen, lome became their defining
place:a closed and ended space. Writers on gendered architecture and cultural geography
such as Beatriz Columnid992)and Doreen Masse§l994) have critiqued this patriarchal
equation of domestic space with women. Agegsdl (1996 in their provocative collection of
essaysThe Sex of Architectu@rguethat this separation forces a feministeseamination of
what Agrest termglong-suspectiruthgd that man builds and woman inhabits; that man is

outside and woman is inside; thén is public and woman is privat@\grestet al 1996: 5).
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Perkins Gilman argued that this limitation of women to the domestic sphere proved crucial to
the growth of female anxieties and phobias in the lateteentikcentury that this

confinement withirthe home was linked to repegsn and mental deterioration:

It is not that women are really smaleinded, weakeminded, more timid and vacillating,

but that whosoever, man or woman, lives always in a small, dark place, is always guarded,
protected, diected and restrained, will become inevitably narrowed and weakened by it. The
woman is narrowed by the home ane tinan is narrowed by the wom&®erkins Gilman

1903 227)

Kate Ferguson Ellig(1989) Sandra M. Gilbert and Susan Gubdml§3), Eugenia C.
DeLamotte (1990rmnd Maggie Kilgour (1995) have all written about the impact of this
repressioron the consequent writing of the period, especially on wésneriting, citing the
striking proliferation of images of imposment and enclosure that reauithin it. This is
especially true of those literary moments of transformation where internal anxieties erupt and
take physicaSurrealistic formthe jaundiced sulphuric wallpaper with its crawling women

in The Yellow Wallpapeithe strange light in the Rd®bom that horrifies the titular heroine

of Jane Eyre and the horrid physicality of the ghostly Caihyvrist rubbedloody against

the broken glass of the window Wuthering HeightsDuring these pivotal moments, the

home transforms abruptly from a spaof comfort to a space of terror, revulsion and

imprisonment.

Figs.101-102:  (From left to right): Aideen Barry (2011)PossessionFilm stills.
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Barrys Possessioi(2011) with its emphasis on boundaries through threshold images
of the doorways, windows, exits and entrancesgFi@1-102) illustrates the unease that
stems from onfinement. Female Gothic, as Delatte aptly put it, is riddled witliwvomen
who carit seem to get out of the houdéDeLamotte 10); this is also true of the recurrent
protagonists in Bard work. It is worth returning to Eli@ddea of the Gothic home as failed
home:ét is the failed home that appears on its pages, the place from which(ssnadly
fifallend men) are locked out, and others (usud@lynocendb women) are locked (Ellis
1989 ix). BarryGs vision of the home is a profoundly unstable one. It presents consistently as
a domestic heterotopia, a space that is liminal yet enclosed, recurring yet repressed, secretive
yet hysterical. It vibrates between states, appearing both concealeapamdt is often
terrifying and overwhelmingB a r r KBegesotopic Glitch(2008), a piece carried out with
Anne Ffrench, several redlad women are sealed within plastic spheres, which then move
acrossa body of water propelled bythe jerky, repeated movementd the women within,
who can activate the spheres but cannot escape from the strange limbo they have been
trapped in (Figs103-104). In this work, the spheres become representations of home as
subversive sites where women within them demonst@sistaace to an ideologyhat

imprisons them even aspbsits a sphere of safety for thégllis, 1989: x).

Figs.103-104: Aideen Barry (2008)Heterotopic Glitch Photographs.
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The nervous energy of these protagonistsHeterotopic Glitchis replicatedin
Barryés live action films where she uses staption animation to simulate continuous
movements of the body. Barry cites the early influences of eastern European animations by
Jan Lenica, Jan Svankmajer and Walerian Borowczyk, sadiihg aggressioand anxiety in
these films really informed my aesthetic and my motivation with material and technical
applicatiord (Gilsdorf 2011). Her world is a feverish, uneasy one, human protagonists within
it jerk like marionettes; they levitate, mutate and evemtiigrate. This strange, charged
relationship between home and woman sets up a tension that reverberates through Barry
domestic landscapesd manifests itself through constant flux, anxious, repetitive rites and
surreal metamorphoses. Home in Béryok becomes a place inscribed by rituals and
symbolism.Her protagonists oPossessiorand Heterotopic Glitchappear like frantic flies
buzzing on a windowpane, as their rites, preparing food, cleaning, tiglirggcalate into a
state of panicBarry admis, speakig of these nervous repetitior@ lot of my work borders
on conversations ofhysteriad (Andrews 2011). Using the trope of the imprisoned woman
and the threatened home, Barry creates female protagonists who are constantly depicted as
operatingin a liminal zoneThese troubled figures enact nervous rituals, simulate domestic
rites, but cannot escape from the strange litnbahich they aretrapped. Again, there is a
clear link between Bartg work and nineteentbentury womeds writing redolenbf éGpatial
imagery of enclosure and escape, elaborated with what frequently becomes excessive

intensityd(Gilbert and Gubar 1983&3).
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Levitating: A Performative Film
2007

recently show at LOOP,
Video Arts Biennile,
Barcelona, Spain, May 2008

Fig. 105: Aideen Barry (2007)Levitating. Film montage.

Barryés video piecel_evitating(2007) was born out of this experience, this attempt to
reconcile the domestic ideal with the dissonant redhtig. 1®). It offers an unsettling
glimpse as to howHeimlich ideas of home, order and domeshiarmony can become
subverted andJnheimlich Levitating features the artist as protagonist in a -fastion
animation as she enacts household rituals. Barry engages in a succession of humdrum
activities; she shops, irons, drags out the bins, but as she debe sppears to be hovering
in the air,a profoundly artificial creature (Fig0®%). Levitatingexplicitly refers to the process
of its cration; it isa simulation of levitation. Imeality, this was the carefullgchieved result
of using motiorcamera capture of Barry jumping while completiogores, and then
painstakingly editing the piece so that she appears to glide through the air like an uncanny
Stepford WifeBar r y 6 s wor k hersleteaminatienstdantroh every aspgea of her
work by doubling herself in this uncanny fashiow, that she works simultaneously both

behind and in front of the camera.
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BarryGs protagonists (almost always herself) suffer from a sense of dislocation, mental
as well as spatial. IPossessioBarrys use of jerky, stopmotion animation speaks to an
instability at the core of these protagonistm instability of both body and mind. These
rituals mark a desire for protection and perfection. Running at the core of this nervous
behaviour, and of this instability, is the idea otognitive dissonanceThe constant
restlessness that infuses Ba@sryvork exposes the domestic environment as a liminal space
fraught with complex emotions. Festingefirst tenetof cognitive dissonancstates that
dT]he existence of dissonance, being psychologically uncomfertatill motivate the
person to try to reduce the dissonance and achieve consoaesenger 1957:3). Halso
points out:dNVhen dissonance is present, in addition to trying to reduce it, the person will
actively avoid situations and information which wid likely increase the dissonarice
(Festinger 1957: 3). In Bargy work however, this simple equatitmecomes fraught with
problems;when your own domestic space becomes the trigger for anxieties, how do you
avoid it? This conundrum isxpressed succingtlby Barry:d think one of the things that
enables me to make work, is that | am never at ease, | never feel | am at home and | am rarely
comfortable where | am. This causes me to constantly question why that is, why do | not
belong and how can | addreizese feeling®(Gilsdorf, 2011). According to Freudhis
sudden emergencan invisible illnessis the uncanny made manifesf sufferer from
Obsessive Compulsive Disorder (OCD), Barry is frank about her own problematic

relationship with the domestic atite nervous behaviosithat manifest because of it:

A lot of my work borders on conversations dnysteri®d Hysteria has been described as
flunmanageable emotional distr@sthis interest arrived from me being diagnosed with OCD
[Obsessive Compulsive Digter] in 2006. | was under enormous emotional distress trying to
fit in with the newdmodern living of Celtic Tiger suburbia. | wanted to fit in with everyone

in my housing estate in Claregalway, and would be up all night cleaning and manicuring my
house.Then | didrit get enough sleep, then | needed to clean because | was so anxious
because | hadhenough restthe inevitable vicious circl@Andrews 2011).
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Figs.106-107:  Aideen Barry (2011)PossessionFilm stills.

The recurrence ifPossessiorf2011) of the twin tropes of sprayeaning and hand
washing also echo Baiy own Obsessive @mpulsive Disorder (Figs. 106-107). They
highlight her domestic anxieties about cleaning and the deep unease incited by the model of
the ideal housewife. Theashing of hands is a recognised cathartic and therapeutic ritual of
cognitive dissonance, an attempt to cleanse the self of contradictory impKifsteva
recognises ftils impulse to control digase:dn the symptom, the abject permeates me, |
become aject. Through sublimtion, | keep it under contr@({Kristeva 1982: 11)However,

Barryés repeated rituals are performed in a kind of void; there is no sense that their
performance will help the performer achieve internal equilibrium. When intervieweid iy 2
Barry clarfied this, adding that neither these rites, nor her own remarkalgigus of work

proveparticularly therapeutic:

I dond think ités catharticl dond think it relieves the anxiety, | think tt@atalways going to

be therel had toacknowledge that a couple of years ago, | just recognize the signs and |
know how to control it so that it doe®rspiral completely out of contral.think the best part

is to acknowledge that it existglental illnes is a taboo subject in Irelan@ilsdorf 2011)

Barrys domestic works, infusedith an eloquent unease, speakthe timelessness of the
female Gothic tradition of confinement and agitation, not only inbart,alsoin literature.

She recognises her work explicitly within the context of tiseohic, female Gothic tradition:

My film and animation works reference the subverted female characters in texts from Irish
literary figures such as Bram Stoker and Joseph &hedie Fanu, aligned with theories of
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philosophers who are preoccupied with the notion of unnatural human behavior, playing with

the blur between what is imagined and what is perceiwdzbfithe contemporary Gothic
(Barry 2009)

Even so, even givethis Gothic identification, it seems strange that Barmyork relates so

closely to nineteentbentury concerns of domestic Gothitysteria, confinement, invisible

illness and anxiety.

Figs. 108-110:  Aideen Barry (2010)Afternoon Tea Performance.

Afternoon Teg2010) is a case in point that highlights the strange commingling of past and
present wihin the genre ofrish female Gothic(Figs 10810). This isa performative piece

that took place in Limerick City Gallery of Art, wreethe artist, formally dressednd
presiding over a table of her own howmoked cakesinvited random members of the
audience to come and take tea with her. The demure performance was undercut not only by
the transposition of this domestic ritual into theblic space of a gallery (whichself
constitutes anUnheimlich home) but also more vividly by the uncanny nature of the
tablecloth that lay beneathe perfectly baked cakes (Fig.ad10n thistablecloth,Barry had
embroidered a figure of herself as hiv@-style monster, armed with spray cleaner. The
contrast between the aristdemure 198sdress and conservatia@pearancand the warlike
nature of her selportrait is pointed; Barry represents herself simultaneously as both domestic
goddess and dorsgc warrior. An incidental but amusing aspect of the official photography

documents the visible unease experienced by invited participants in this traditional but
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