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Introduction 

Artists and cultural producers have constantly 
attempted to redefine, reinvent and realign the 
sensibilities of a public sphere. Undercover: A Dialect 
aims to offer an insight into what this might mean 
today. A diverse collection of methods to negotiate 
with the shape and form of contemporary society are 
highlighted. For these artists, the role or existence of a 
smooth, calm version of the public realm is 
continuously questioned. Their artworks create a 
grammar, a particular kind of dialect borne out of the 
methodologies of visual art, forms of speech that 
challenge assumptions of the generic, the typecast and 
the stereotype. Undercover: A Dialect explores the ways 
artists are involved in covert and almost hidden 
activities, often acting out individual trajectories away 
from any public attention. Taking the position that 
artistic work is not about fitting into a consensus or 
about desiring populist approval, it identifies at-
titudes that enjoy an undercurrent of improvisation 
and frugality, haphazard formality, and changeability. 
This exhibition divulges and draws attention towards 
a belief in the utility of the everyday, treating the here 
and now and the commonplace in a critical and often 
subversive manner.

A great deal of my work as a curator has been in the 
context of Askeaton Contemporary Arts, an 
organisation I founded in 2006. Based in County 
Limerick, a residency and exhibition programme has 
helped develop over fifty projects by Irish and 
international artists. With no ‘white-cube’ gallery 
spaces in Askeaton, artists work in public spaces 
throughout the town. This form of engagement focuses 
on the existing dynamics of the locale, intending to 
bring forward the diverse layers of daily life and aiming 
to create a rich framework for subjective encounters. 
A local audience is often actively implicated into the 
development of projects through their assistance or 
participation. In many ways, this has been my training 
ground as a curator, where over and over again I have 
seen artists arrive and radically change the existing 
dynamic of a small town, opening up new ways of how 
public space might be understood. 

In this spirit, Norwegian artists aiPotu present an 
iteration of Shower, an artwork made in Askeaton 
earlier this year, inviting all to take an open air shower 
beside VISUAL’s exterior pool. Furthermore, a series 
of new artworks have been commissioned for 
Undercover: A Dialect. Stephen Brandes and 
Berndnaut Smilde take the gallery building as a theme 
and topic, and Aaron Lawless has worked closely with 
Carlow’s Thermo Air company and local musician Eric 
Butler to produce a series of interactive sculptures. 
Other exhibits include videos by Sean Lynch and Pilvi 
Takala where each become investigators of the rhythms 
and concealed layers of everyday existence. Jeronimo 
Hagerman’s photographic work evokes a provocative 
understanding between nature and the state apparatus 
of Ireland. Magdalena Jitrik and Fiona Larkin create 
photographs and videos where personal pursuit is 
juxtaposed against the makeup and form of landscapes, 
each establish carefully constructed extensions of their 
immediate environment. In addition, Lucy Lippard’s 
instruction cards are dispersed throughout the 
exhibition, offering an insight into the practices of 
conceptual art and modes of public engagement of 
1970. 

This publication is distributed as part of the 
exhibition. Artworks in Undercover: A Dialect are 
featured, accompanied by short essays and information 
about each artist. In this way, the conversation 
continues and the dialect thickens…

Michele Horrigan



Magdalena Jitrik 
Argentine artist Magdalena Jitrik’s practice blurs 
boundaries between a variety of mediums. She 
frequently uses the act of painting as a starting point, 
questioning its’ position as a stable fixed object 
hanging on a gallery wall. Her canvases seem to wander 
out of her studio and find themselves involved in other 
activities such as music, architecture or the perception 
of nature. For Jitrik, this malleable approach revolves 
around collapsing perceived hierarchies between 
different artforms, and as a way of altering and 
fluctuating the shape of everyday life. 

In a modernist canon, geometric abstraction normally 
signifies an autonomous practice of painting, one 
concerned with the internal works of the canvas. 
Jitrik overturns this notion in a series of recent 
photographic and video artworks. Take, for example, 
Pintura en Askeaton (Painting in Askeaton).  In 2009, 
during a residency with Askeaton Contemporary 
Arts, Jitrik spent time making a small painting that, 
according to curator Adriano Pedrosa, “is a splendid 
abstract geometric composition, one can see the same 
mosaic of multicoloured slanted rectangles forming a 
larger, again not so orthogonal square, which in turn is 
intersected by a trapezoid figure, offering a feast for the 
formal connoisseur.”  

With such a tribute, Jitrik’s painting could be 
considered akin to Russian Constructivism or a 
Mondrian. Yet, she subtly shifts these expectations of 
her work to another discursive platform, as a video 
details the painting’s growth and development from 
a blank canvas to a completed artwork, accompanied 
by a soundtrack by Jitrik’s band, Orquestra Roja (Red 
Orchestra). In another moment, the painting appears 
in the ruins of Askeaton’s Franciscan Friary, almost as 
an apparition amongst gravestones and medieval stone 
carvings, urgently captured in photographs and video 
excerpts. 

In Undercover: A Dialect, she exhibits Punta Lara 
(2012), a series of photographs that document the 
appearance of her paintings on the branches of a tree. 
Made in the Argentine countryside as evening begins, 
the perpetually mediated composition of Jitrik’s 
paintings conflict with the naturally occurring rhythms 
of branches, grasses and dark clouds above. Unlike her 
paintings, Jitrik has no control over these elements of 
nature, yet they appear in her composition as part of 
her everyday life and as another place where her art is 
made. In this way, she evokes many thoughts related to 
Henri Lefebvre’s definition of everyday life as a 
dialectic intersection of  “illusion and truth, power 
and helplessness; the intersection of the sector man 
controls and the sector he does not control”.  
Lefebvre’s idea was that through self-critique, people 
could understand and then revolutionise their 
everyday environments. Without this, our 
neo-liberalist and capitalist impulses will continue to 
alienate, diminish and lessen the quality of everyday 
life, and ultimately inhibit any real self-expression. 
Jitrik’s repoliticisation of abstraction places these 
concerns into a wheel of motion, gambling with every 
moment to explore what might be next on a trajectory 
of persuasive presence and poetic clarity. 



Magdalena Jitrik
Pintura en Askeaton, 2009 (left)
Punta Lara, 2012 (above)



Aaron Lawless’ work involves recycling leftover 
materials often found in the vicinity of his studio in 
Limerick into startling arrangements, exhibited as 
installations or sculptural entities. In turn, these forms 
are used as discursive touchstones for participation 
through active conversation, organised public events 
and, in the artists’ words, “a form of interpersonal play 
that challenges the notion of a stagnant relationship 
between individual and artwork”. Often guided by 
YouTube tutorials and DIY instruction manuals, his 
constructions rarely hold an allusion to high art, rather 
he sees them as makeshift solutions, based on 
pragmatic decisions made on the resources at hand.

Working as part of the Re-Possession Project, initiated 
through Annie Fletcher’s 2012 Eva International, 
Lawless presented mislaid passports from Shannon 
Airport and objects from lost and found storage of 
Garda, bus and train stations in the Mid-West region. 
This material was used to initiate a series of both 
organised and informal public events over a three-
month period. In 2013, he took on the task of 
merging the rarified nature of contemporary art 
practice into the busiest day of the year on Irish 
streets, partaking in the Saint Patrick’s Day Parade in 
Askeaton, County Limerick. His entry, an assemblage 
of bicycle parts, scrap timber and a gas-powered flame 
apparatus deliberately resembled a vehicle from the 
dystopian action film Mad Max, in which the Earth’s 
oil supplies are almost exhausted and law and order has 
begun to break down. 

Aaron Lawless

Lawless has made several journeys in and around the 
Carlow area developing Transitional Instruments,  a 
new commission realised as part of Undercover: A 
Dialect. Whilst on reconnaissance in early August for 
leftover material around industrial estates and several 
reported illegal-dumping grounds, shady digging led 
him to a skip on the Athy Road that looked 
promising. Soon he was in the reception of the 
company who filled the skip, Thermo Air, a long-
established enterprise who fabricate air treatment and 
ventilation products primarily for export. After 
explaining his project, where he planned to salvage 
scrap material around Carlow to use in making 
makeshift guitars and fiddles for local musicians to 
play, he was kindly invited to tour the factory floor 
and examined several substantial 1980s Soviet Union 
tooling presses used to shape large-scale heating and 
fan units. A new relationship began, and Lawless was 
invited to liberally take material from the factory to 
use and to work with employees there.

Since developed as a site-specific project and involving 
a concert with Eric Butler as part of Carlow’s annual 
Culture Night, Transitional Instruments offers an 
alternative, literally lyrical interpretation of Carlow’s 
local industry. It acknowledges and builds upon the 
continuing presence of a tooling and fabrication 
industry that has featured large multi-national 
companies such as Lapple. In Lawless’ ideology there 
are no leftovers, only possibilities for further use value 
as he collects fragments from the factory line, 
reconvening them into objects that link together the 
industrial sector and music community, creating a 
conscious camaraderie through the bargaining, 
improvisation and handling of raw material.

Aaron Lawless
What’s A Little Fallout? 2013 (above)
Transitional Instruments, 2013 (right and overleaf )









Jeronimo Hagerman is an artist based between Barcelona 
and Mexico City. Over the last decade he has produced 
sculptural installations and vegetation interventions in 
public spaces and museums around the world. This often 
involves long-term engagements with sites, and an amount 
of travelling as he closely observes how his artworks take 
shape and grow in their respective locations. As part of his 
work, Hagerman often uses photography to demonstrate 
the short distances and the continous struggle that exist 
between what is natural and man-made. An image, taken 
in Ireland in 2010, features in Undercover: A Dialect. It 
highlights a CCTV camera apparatus on a modern office 
block, surrounded and almost camoflagued by a 
prominent amount of ivy. Specifically, the building belongs 
to the Revenue Commissioners, and is the location where 
all of Ireland’s tax returns are sent to be compiled and 
assessed. It could be suggested that Hagerman’s image is a 
portrait of a difficult site, a place where the bureaucratic 
operations of the state’s welfare is in allegorical danger of 
been invaded and grown over. His camera watches the 
CCTV which is simultaneously recording and watching 
him, in a scene reminiscent of the cool conceptualism of 
Dan Graham’s environmental studies and installations of 
the 1970s. 

Pluralistic viewpoints of landscape, myths of civilisation 
versus the wild and the controversial position of 
humanity as part of nature are indeed fertile ground for 
analysis. Hagerman’s concerns find a kinship with Roland 
Barthes’ writings in his book Mythologies, as he examined 
the tendency of contemporary social systems to create and 
follow presumed values and assumptions:

This myth of the human ‘condition’ rests on a very old 
mystification, which always consists in placing Nature at 
the bottom of history. Any classical humanism postulates 
that in scratching the history of men a little, the 
relativity of their institutions or the superficial diversity 
of their skins, one very quickly reaches the solid rock of 
a universal human nature. Progressive humanism, on the 
contrary, must always remember to reverse the terms of 
this very old imposture, constantly to scour nature, its 
“laws” and its “limits” in order to discover History there, 
and at last to establish Nature itself as historical. 

With Hagerman, it is clear there is always a form of 
entanglement with environment. Nature is 
incommensurable and can never be fully objectified; it 
remains an untenable aesthetic material, and does not 
emanate from some essence or rationality housed within 
people’s heads. 

Jeronimo Hagerman



Jeronimo Hagerman
CCTV / invasion
2010



aiPotu is the collaborative work of artists Anders 
Kjellesvik and Andreas Siqueland. The word aiPotu is 
derived from spelling utopia backwards, and is 
suggestive of the approach taken by this Norwegian 
duo.  Their practice is not about reaching a prescribed 
future of resolution and fulfillment; rather it is 
immersed in contributing to and critiquing everyday 
environments. 

Much of aiPotu’s work is predicated on travel. Between 
2004 and 2007 they acted out several tours of 
Scandinavia and Europe, stopping along the way to 
enact ephemeral interventions, often related to aspects 
of local culture, its’ institutions or museum spaces. In 
Basel, they spent a day collecting leaves off the streets. 
In Monte Carlo, they negotiated two hours of free 
parking before trying their hand at the casino table. 
They walked 750 km along routes once frequented by 
Norwegian tramps until the 1960s. In Milan, Nice and 
Paris they vacuum-cleaned the dust out of museum 
spaces. They made a vinyl record onsite on the Arctic 
Circle, and purchased small pine trees in a supermarket 
in Finland before replanting them back into a forest 
nearby. At the K21 museum in Dusseldorf, they 
donated twenty litres of piss to the collection. In these 
endeavours, there is often a heavy streak of irony 
involved. In an installation in the Q Kunstakademiets

aiPotu
Udstilingssted in Copenhagen following one of their 
adventures, aiPotu presented The European Fountain of 
Youth, featuring a collection of health drinks amassed 
during their journey mixed together through a plastic 
tube system to create a pan-European “taste of Europe.” 
In the artist book produced as part of the project, 
aiPotu write “In our practice we take seriously the idea 
of making art part of everyday life. For us it is 
important that our work becomes unique and site 
specific. We build sculptural meeting points, small and 
temporary interventions in the public space. This is a 
way to recognise the identity of each place we visit.”

Throughout this prolific output, aiPotu seem 
unhindered by any bureaucratic regulation or repetitive 
routine, their actions are often unsanctioned, direct 
reactions acted out with uncompromising zeal. In 
Carlow, the duo present an iteration of work realised 
at Askeaton Contemporary Arts in 2013. Involving 
a sculptural installation made from recycled timber, 
Shower offers open air bathing to the public. 
Using water from VISUAL’s exterior water pond, 
members of the public are invited to use the facility. 
Norwegian pine soap, a bucket, rubber ducks and 
towels are available inside the exhibition hall along 
with a selection of  objects reflective of the innovation 
of aiPotu’s scheme.

aiPotu

Piss on Filt (Piss on Felt)
installation view, 
Dusseldorf, 2004 (left)

Shower, installation views, 
Askeaton, 2013  (right and 
overleaf )









In his artworks, Sean Lynch develops representations 
of idiosyncratic moments from the past, sometimes 
almost forgotten, which have left a trail of objects, 
events or narratives.  Endeavouring to track down 
these sidelined histories, he brings disparate threads of 
research together in photographic and slide 
projection installations, prefabricated or found 
artifacts and small-scale publications. Much of this 
activity is based around Lynch’s role as an investigator 
of sorts, often convincing individuals to share covert 
forms of knowledge that point to the diverse attitudes 
and belief systems that underlie and inform the 
construction of history itself. As Kevin Barry writes in 
a 2009 essay, “Lynch is learning the art of the stakeout. 
He must appear nondescript and innocent; he must 
will himself to recede into the shadows.” 

In 1999, folklorist and storyteller Eddie Lenihan 
campaigned to save a whitethorn bush from being 
destroyed by the construction of a €90 million road 
scheme in Latoon, County Clare. The area itself has 
been much altered in recent years, not only by a 
motorway running through it, but by the once-
booming economy that has created a disorganised 
suburban settlement. Large bungalows are scattered 
around the landscape with Limerick City located
approximately twenty minutes drive away. This pattern 
of dwelling has literally concreted over much of the 
folklore of objects and places of the locality, a 
now-frequent occurrence in an Irish context. 

Lenihan claimed that the Latoon bush is an important 
meeting place for supernatural forces of the region, 
namely fairies of Munster who would meet and 
prepare for battle there. He warned that its 
destruction would result in death and great misfortune 
for motorists travelling on the proposed new road. The 
campaign was picked up and covered by CNN and 
The New York Times. Clare County Council, acting 
on his advice and mounting pressure from media 
outlets, eventually decided to shift the direction of the 
road away from the bush.

In 2006, Lenihan agreed to further explain the 
significance of the bush to Lynch, as part of the 
making of a new artwork. Initial visits to the site were 
thwarted by the continued construction of another 
road nearby, with no access possible due to building 
works in and around the vicinity of the bush itself. 
The construction company refused right of entry, and 
Lenihan made genuine concerns around the bush’s 
safety in this environment. Eventually, on a Saturday 
evening after the last man working overtime left the 
site, Lenihan and Lynch broke in. Accompanied by a 
local television production crew, Lenihan describes his 
research, efforts and frustrations at the scene with the 
bush once more in danger… 

Sean Lynch



Sean Lynch
Latoon
2006



Amsterdam-based Berndnaut Smilde produces 
sculptures and photographs as a way of understanding 
the precarious nature of how the world is constructed 
and experienced.  Previous artworks took places 
and objects such as apartment buildings, ventilation 
systems, his car, dentist’s rooms and caravans as subject 
matter or context. 

Since 2010, he has developed a project called Nimbus. 
In each space he works in, he carefully regulates the 
temperature and humidity of the space. Once the 
conditions are suitable, he then sprays a short burst 
from a specially constructed device to create Nimbus, 
appearing as a cloud drifting through the room. It 
suspends itself for a moment before dissipating. 
During this time, Smilde’s apparition is documented 
by a photographer present, and appears as an image 
thereafter. 

Akin to a cloud in the sky, Nimbus and its image seem 
to drift, from one place to another. Though the many 
versions of the work adopt different shapes and forms, 
it still remains recognisable as Smilde’s creation. It 
appears in many contexts: BBC science programmes, 
in Time Magazine, in galleries and museums around 
Europe, the United States, and Asia; in National 
Geographic and Harper’s Bazaar with Karl Lagerfeld, 
Dolce & Gabbana, and Donatella Versace… and in 
Carlow, a large photographic print documents the 
creation of Nimbus inside VISUAL.

While the beauty of Nimbus cannot be denied, surely 
it is more than a metaphoric cloud coming down 
out of the sky, summoned by Smilde into a room for 
closer cultural appreciation. Given the fondness in our 
country for the romanticism of the landscape, this is an 
interpretative trap that could well occur in an Irish 
context. This debate was already played out in 1987, 
with critic Tom Duddy’s polemic article Irish Art 
Criticism -A Provincialism of the Right? published in 
Circa Magazine. While discussing the critical reception 
of Irish modernist painting that took landscape as 
subject mattter and motif, Duddy gave numerous 
examples of Irish artists being understood as working 
in “an atmospheric mode”, thinking of long twilights, 
dancing skies, morning haze and, inevitably, cotton 
clouds. Duddy argued that romantic concepts of place, 
atmosphere, genius, and the imagination were often 
given priority over more ‘dirty’ materialistic concepts 
such as economy, commodity and visual ideology. He 
suggested that a careful balance of both strands of 
thought is paramount in understanding the work of 
many artists of that time. 

Smilde offers an update on this argument. His cloud 
does not magically appear to all as a decadent lean 
towards the everlasting joys of nature. Rather he travels 
to far-flung places, works hard to create the right 
conditions for it to appear, edits, prints, disseminates, 
and keeps moving to the next place, to another 
experience, and another new context to again fathom. 

Berndnaut Smilde



Berndnaut Smilde
National Geographic, August 2013, feature (left)
Nimbus Carlow, 2013 (above)



Fiona Larkin is an artist based in Newcastle upon Tyne 
whose work has continually interrogated the 
nature of public space. An early piece from 1998, 
entitled Sandbagged Arse, saw her walking around 
streets wearing a leatherette prosthesis giving the 
impression of an extra-large behind. Every time she 
rested with this weight, she added more sand into the 
structure, making it heavier and harder to get around. 
Such ventures onto the street offered Larkin a number 
of possibilities – a lively involvement with inquisitive 
members of the public deliberating on what she was 
doing, along with an active, ever-changing context and 
a broader audience. Since then, Larkin has refined an 
approach in an ongoing series of interventional and 
action-based pieces.

Two works, Fall (2003) and Wolfs Den – Do Onto 
Others (2011 - ongoing), are presented in Undercover: 
A Dialect. Larkin notes of her need to continually 
improvise with the public realm, “Unlike 
Sandbagged Arse, these actions were more like an 
ordinary event than something being played out for 
our entertainment. With these later actions, on the 
surface there is nothing untoward, then monotony is 
transformed into something absurd.” Much of Larkin’s 
interests in behaviour, control and self-regulation in 
social space continues to resound. In Fall, she 
deliberately falls onto the pavement of Belfast’s streets, 
with CCTV footage of the incidents then played back 
in gallery spaces and exhibitions. She notes “Fall was 
recorded on CCTV cameras, offering a bird’s-eye view. 
The viewer is immediately elevated; this camera is in a 
sense privileged; however, it is also set apart and 
distanced. The camera angle has the suggestion of 
power and control; however, falling in the middle of a 
busy street shows a loss of control, and really what

Fiona Larkin 

was at stake here was our attempts at self-surveillance 
in the public domain. What the cameras couldn’t 
access were the humane reactions of passers-by, most of 
whom offered help.” 

Wolfs Den – Do Onto Others, is centred on a 
collection of denim jackets, sourced from second hand 
shops Larkin visits. She reflects on their previous 
incarnation as the clothes of a stranger she has never 
met. They are then embroidered with the text Wolfs 
Den, words once fleetingly seen by the artist on a 
stranger’s jacket in New York. The phrase is never 
explained by Larkin; rather she suggests that the 
mysterious use of these words is similar to entering 
an unknown space, one that could be feared like an 
actual wolf ’s den. The gallery then acts as a lending 
library where the jackets can be borrowed. In exchange, 
participants agree to be filmed at some point in their 
journey, footage that is then exhibited. In Carlow, 
Larkin works with Carlow Youth Theatre and 
teenagers from My Own Unique Identity Group, 
entering into conversation around the secrecies of the 
project, where meaning is shared and reinvented in an 
egalitarian manner.



Fiona Larkin 
Sandbagged Arse, 1998 (above left)
Fall, 2003 (above)
Wolfs Den - Do Onto Others, 2011- (overleaf )







Stephen Brandes curated the summer 2013 exhibition 
at VISUAL entitled Beasts of Ireland, Beasts of 
England. During his busy preparations, he was 
approached to participate as an artist in Undercover: A 
Dialect, the next exhibition at the venue.  A tacit 
understanding was made that Brandes’ experience of 
working at VISUAL and in Carlow itself could be 
channeled into the making of a new artwork reflective 
of his observations. In this sense, he could step out of 
his role as a curator of one show, and change roles to 
being an artist. In a jovial manner he was placed 
“undercover,” going about his business for a new 
commission disguised as the prominent curator of 
another venture in the same gallery space, seemingly 
balancing and nourishing two thoughts at the one 
time.  

Well-known for his interplay of words and visual 
language as a means of revealing far-flung stories 
packed with layers of detail and incident, Brandes’ 
often evokes streaks of absurdism and satire in his 
work. In 2012, he reacted to the presence of a Hellfire 
Club, a covert secret society of the seventeenth 
century in County Limerick. As part of a project 
commissioned by Askeaton Contemporary Arts, 
Brandes’ artwork resembled a heritage plaque, similar 
to the didactic presence of signage throughout this 
medieval town featuring a castle, an abbey and a 
banqueting hall. Rather than describing past events, 
Brandes’ instead speculated a future in the 23rd 

century, involving unregulated planning and a 
revivalist architectural makeover at the site, the Swiss 
Government, imports from the Ukraine, and giant 
slugs. When reading this ramshackle vision of the 
future, the Hellfire building itself remains in view as a 
site of unexplained mystery and foreboding curiosity.

He continues a similar approach in Carlow. The Palace 
of Swords is positioned outside of VISUAL and 
provocatively imagines what the building might turn 
out to be, far away in the future. Today, VISUAL’s 
website notes,

Stephen Brandes

Stephen Brandes

The Hell-Fire Club,Askeaton, 
A history continued...

2012 (left)

The Palace of Swords 
2013 (right)

Standing in a strategic location in the centre of 
Carlow Town in the grounds of Carlow College, it 
rivals its contemporaries in New York, Berlin or 
Tokyo in terms of its scale and contemporary 
architecture…. VISUAL boasts an area of 3,130m², 
comprising four principle gallery spaces, a 290 seat 
performing arts theatre, a restaurant, bar, space for a 
book shop and a second space for a craft shop.

Brandes adds several more stories to the building, 
reminiscent of the plans of Utopian and avant-garde 
master builders of the twentieth century, now seeded 
and matured far into the future in Carlow. In the 
perverse nature of progress and its adoption with an 
Irish idiom of boom and bust, it’s very likely that some 
of his predictions and subplots actually might come 
true. In this way Brandes restores an awareness of 
drama and history that are effectively hidden beneath 
the apparently calm uniformity of social space.





Pilvi Takala 

Pilvi Takala is a Finnish artist who lives between 
Istanbul and Amsterdam. Many of her videos and 
installation works are based around scenarios she 
organises or acts out in public spaces. 

Short-circuiting the codes of prescribed social 
relations, her work could be described as being part-
ethnographic, or part-situationist. A 2009 video 
documents Takala arriving at Disneyland outside Paris 
dressed up as the character Snow White, the innocent 
and fairest princess in the land from Walt Disney’s 
1937 animated film. Despite her unauthorised 
presence outside the ticket booth to the park, she is 
soon crowded by well-wishers, and signing autographs 
before park security intervenes. They ask her to move 
along because she is not the real Snow White, who 
instead is installed as a representation inside the gates 
of Disneyland itself. Takala notes of the work “The 
fantasy of the innocent Snow White doing something 
bad is so obviously real, that the security guards and 
management refer to it when explaining why the 
visitor can’t enter the park dressed up as Snow White.” 

An earlier work from 2005 entitled The Switch is 
exhibited as part of Undercover: A Dialect. Here, a 
double screen video details a Saturday in 2005 in 
Istanbul, when Takala persuaded two men to switch 
from their local teahouses for one night. Travelling to 

different districts in the city, Ömer Gürel from 
Yedikule went to Üsküdar while Yavuz Kaya from 
Üsküdar swapped over to Yedikule. The event was 
documented by video cameras following both men. 
Displaced and a little unsettled in this situation, Ömer 
and Yavuz talk candidly about their local haunt, the 
joys of playing cards, and the experience of being a 
stranger in the new unknown teahouse. 

Initially, one might allude to Michel Foucault’s 
heterotopic space as a guide in a theoretical 
understanding of Tikala’s work. In his well-known 
essay Of Other Spaces, Foucault describes a blind spot 
in the construction of society, places were one could be 
isolated, away from the immediacies of social systems, 
yet able to see all of the structures it implies. He 
speculatively suggests a honeymoon hotel or a galleon 
ship on the high seas as places where this might exist. 
Only translated into English in 1991, heterotopic 
space is still a popular theory in the field of cultural 
production today, particularly with practitioners 
whose work is participatory and reflective of the ideals 
of relational aesthetics. In this way, an artwork could 
facilitate a suspension of the relations around social 
segregation, and an audience can take an objectified 
viewpoint around our own perceptions and attitudes.

Takala’s work could be easily aligned with this form of 
practice, but such a reading would deny the richness of 
her approach in these two artworks. The spaces she 
engages with, though codified, are ultimately open to 
the public. In the nature of public space, anyone can 
learn the language, enter and experience, once you’ve 
got the right conviction to know why you are there. 
Going into a Turkish teahouse, she goes out on a limb, 
before asking others to do the same. In the resulting 
scenarios, there is no protection in the form of 
stereotypes or idealisied self-images. Takala’s 
achievement with these and other works is the 
de-stratification of reality itself, creating a space where 
individuals are not only given an opportunity to 
reflect on social mechanisms, but where they are 
actively implicated into such a situation. 

Pilvi Takala
Real Snow White, 2009 (above)
The Switch, 2005 (right)





Lucy Lippard’s 955,000 

Undercover: A Dialect incorporates elements of 
955,000, a 1970 exhibition organised by American 
curator, writer and activist Lucy Lippard. Closely 
associated with the Conceptual Art movement that 
originated in New York in the 1960s, her project took 
the form of a series of exhibitions in cities such as 
Buenos Aires, Seattle and Vancouver. As a way of 
referencing the context and location of each iteration, 
each exhibition was titled after the population of the 
city in which they took place: 955,000 was the official 
population of Vancouver at that time. Lippard wrote 
to artists, asking them to fill out a card with 
instructions for an artwork to be realised onsite. These 
directives then acted as an index card for what was 
produced in each location, along with being 
reproduced as the exhibition catalogue. The flexibility 
of 955,000 is reflected in VISUAL as the cards are 
presented in display cases positioned in various
locations throughout the exhibition spaces.
 

Collectively referred to as the Numbers Shows, 
Lippard’s methodology has since become a 
cornerstone in radicalising how group exhibitions are 
assembled and disseminated. Not only pointing to the 
gallery as the epicentre of this activity, her framework 
acknowledges the various preparations and procedures 
in assembling an exhibition by over seventy artists. 
Critic Benjamin Buchloh described this leaning in 
conceptual art as its “aesthetics of administration,” 
while Lippard’s previous job of working in a library for 
a time also influenced her thinking. The use of text is 
quite predominant on many of the cards, and alludes 
to the appearance of language in aesthetic fields as part 
of the rise of conceptualism. In this system, artworks 
become more than material assembled into aesthetic 
configurations and presented in a gallery space. 
Instead, Lippard liberally proposes to collapse 
hierarchies between artists, site and audience: whether 
or not you saw an exhibition in Vancouver in 1970, 
you might end up taking around some version of what 
happened there inside your head, a tainted residue to 
think about and use in different places and times. 

Untitled, 1969 © Estate of Robert Smithson 
All Rights Reserved IVARO, VAGA, 2013



955,000 artists: Vito Acconci, Carl Andre, Keith Arnatt, Richard Artschwager, Terry Atkinson, John Baldessari, 
Michael Baldwin, Robert Barry, Rick Barthelme, Gene Beery, Mel Bochner, Bill Bollinger, John Borofsky, Donald 
Burgy, Daniel Buren, Rosemarie Castoro, Greg Curnoe, Hanne Darboven, Walter de Maria, Jan Dibbets, Christos 
Dikeakos, Rafael Ferrer, Dan Graham, Hans Haacke, Alex Hay, Michael Heizer, Eva Hesse, Douglas Huebler, Robert 
Huot, Stephen Kaltenbach, On Kawara, Edward Kienholz, Joseph Kosuth, Christine Kozlov, John Latham, Barry 
Le Va, Sol LeWitt, Roelof Louw, Duane Lunden, Brice McLean, Robert Morris, Bruce Nauman, N.E. Thing Co., 
George Nikoliadis, NY Graphic Workshop, Dennis Oppenheim, John Perreault, Adrian Piper, Robert Rohm, Alan 
Ruppersberg, Robert Ryman, Ed Ruscha, Fred Sandback, George Sawchuk, Richard Serra, Randy Sims, Robert 
Smithson, Keith Sonnier, Jeff Wall, Lawrence Weiner, Ian Wilson. 



Askeaton Civic Trust, Limerick
Eric Butler
Carlos / Ishikawa, London
Carlow Youth Theatre
Dave Clarke
Special Collections, Chelsea College of Art & Design Library, London
Noelle Collins
Sean Donegan
Carl Doran
Sinead Dowling
Faber Studios, Limerick
Raymond Griffin
Michael Holly
Anne Horrigan
Derek Horrigan
John Hickey
Kevin Kavanagh Gallery, Dublin
Aidan Kelleher
Woodrow Kernohan
Eddie Lenihan
Gustavo Grandal Montero
Paul Murphy
Jerry O’Neill
Will Rees 
Dan Scully

VISUAL STAFF:
Emma-Lucy O’Brien
Hugo Jellett 
Caroline Byrne
Andrew Clarke
Ambra Cocuzza
Brigid Deering
John Delaney
John Doyle
Niculae Harbuz
Michelle Keating
Sara Murphy
Suzanne Morrissey
Hannah Mullan
Caroline O’Brien
Samantha Stynes

Edition of 1000 copies 
ISBN: 978-1-907537-11-0
Design: Sean Lynch
Print: Print Den, Ennis

Acknowledgements 

VISUAL TECHNICAL TEAM: 
Saidhbhin Gibson
Pierce Kavanagh
Tadhg McSweeney
Brian Shiel
Anthony Walsh

VISUAL VOLUNTEERS
Martina Aughney
Ann Dagg
Claudia Dudzinska
Geraldine Fennell
Sinead Gisel
Olwyn Grogan 
James Haberlin
Mary Hutton
Mary Kavanagh
Mary Keating
Eilish Langton
Ann Meaney
Madeline O’Brien
Margo O’Brien
Pauline O’Brien
Betty O’Gorman
Eilis O’Neill
Breege Pender
Violeta Stancu
Emma Walker
Ellen Walsh 
Gabrielle Wolfe





Undercover: A Dialect 

an exhibition by 
aiPotu

Stephen Brandes
Jeronimo Hagerman 

Magdalena Jitrik
Fiona Larkin 

Aaron Lawless
Sean Lynch 

Berndnaut Smilde
Pilvi Takala 

&
Lucy Lippard’s 955,000

curated by Michele Horrigan 

VISUAL Centre for Contemporary Art
Carlow                                                                                          

5 October 2013 - 5 January 2014


