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 Painting is silent poetry; poetry is art that speaks. 
— SIMONIDES OF CEOS

 Art is how we decorate space. 
Music is how we decorate silence. 

— ANONYMOUS

 Music is the art which is most 
nigh to tears and memory. 

— OSCAR WILDE

 There is only one art and that is the art of living. 
— JACK B. YEATS



DEDICATION 
Who Do We Say We Are?  
Irish Art 1922 I 2022

1922 was a seminal year for Ireland and the concept 
of Irishness: the modern Irish state was founded; 
James Joyce’s Ulysses�� ,UHODQGōV� ƓUVW�PRGHUQLVW� QRYHO��
was published in Paris; and the Irish Race Congress, 
a consequential gathering and accompanying art 
H[KLELWLRQ� WKDW�VHUYHG�DV�D� UHFNRQLQJ�PRPHQW� IRU� ,ULVK�
identity politics, was held in the French capital.

,UHODQGōV� DUW�� RXU� PXVLF� DQG� OLWHUDWXUH�� KDYH� DOZD\V�
played a central role in the assertion and representation 
of Irish nation- and statehood internationally. In 2022, 
DV� SDUW� RI� ,UHODQGōV� RIƓFLDO� FRPPHPRUDWLYH� GHFDGH� RI�
FHQWHQDULHV�� WKH� ,ULVK�*RYHUQPHQW� LV�VXSSRUWLQJ�States 
of Modernity��DQ�DPELWLRXV�VHULHV�RI� LQWHUOLQNHG�FXOWXUDO�
HYHQWV�DQG�H[KLELWLRQV�WDNLQJ�SODFH�LQ�WKH�0LGZHVW�86��
,UHODQG��DQG�(XURSHDQ�FDSLWDOV�WR�UHŴHFW�RQ�WKHbHYHQWV�RI�
one hundred years ago, to examine the journey Ireland 
DQG� ,ULVK� LGHQWLW\�KDYH� WUDYHOOHG�RYHU� WKH�SDVW�FHQWXU\�RI�
VWDWHKRRG��DQG�WR�ORRN�DKHDG�WR�,UHODQGōV�QH[W�FHQWXU\��

Who Do We Say We Are? Irish Art 1922 I 2022 in the 
6QLWH�0XVHXP� RI� $UW� LV� D� FHQWUDO� HOHPHQW� RI� States of 
Modernity��,W�DSSURDFKHV������QRW�DV�D�UHVROYHG�PRPHQW�
in time, but a starting point for a careful exploration of 
,ULVKQHVV�DQG� ,ULVK�DUW� WKURXJK� WKH�ƓUVW� FHQWXU\�RI� ,ULVK�
statehood. Irish culture — our music, our art, our dance, 
RXU� OLWHUDWXUH�ŋ� LV�DW� WKH�YHU\�FRUH�RI� ,ULVK� LGHQWLW\�DQG�
D� NH\� SURWDJRQLVW� LQ� WKH� DVVHUWLRQ� RI� ,ULVK� QDWLRQKRRG�
and the building of Irish statehood. Ireland’s culture 
is at essence a multi-modal experience with music 
and song enriching and adding layers of feeling and 

PHDQLQJ�WR�WKH�DSSUHFLDWLRQ�RI�ZRUNV�RI�DUW��DQG�WR�WKHLU�
impact. Who Do We Say We Are? Irish Art 1922 I 2022 
DQG� WKLV� PXVLFDO� DFFRPSDQLPHQW� PDNH� DQ� LPSRUWDQW�
DQG� XQLTXH� FRQWULEXWLRQ� WR� ,UHODQGōV� FRPPHPRUDWLYH�
program and to our understanding of the relationship 
EHWZHHQ� ,ULVK�DUW� DQG� LGHQWLW\� DV� WKH� ,ULVK�6WDWH�HQWHUV�
her second century. It is for this reason the Consulate is 
SURXG�WR�VXSSRUW�WKH�PXVLFDO�UHVSRQVH�WR�WKH�DUWZRUNV�
DQG� WKHPHV�RI� WKH�H[KLELWLRQ�FRPSRVHG�FKLHŴ\�E\� WKH�
peerless Liz Carroll and curated both by her and by 
0DUW\�)DKH\�RI�WKH�2ō%ULHQ�&ROOHFWLRQ��

7KH� ,ULVK� *RYHUQPHQW� LV� JUDWHIXO� IRU� WKH� WLUHOHVV� DQG�
LQVSLUHG�ZRUN�RI�RXU�SDUWQHUV� LQ�WKLV�H[SORUDWLRQ�RI�WKH�
forging of modern Ireland and Irish identity, including: 
&KHU\O� 6QD\� DQG� 'DYLG� $FWRQ� DW� WKH� 6QLWH� 0XVHXP� RI�
$UW��0DUW\�)DKH\�DQG�WKH�2ō%ULHQ�)DPLO\�RI�WKH�2ō%ULHQ�
&ROOHFWLRQ�� 3DWULFN�*ULIƓQ� DQG�0DU\�+HQGULNVHQ�RI� WKH�
.HRXJK� 1DXJKWRQ� ,QVWLWXWH�� &LDUDQ� 2ō1HLOO� DQG� %LOO\�
6KRUWDOO� RI� 7ULQLW\� &ROOHJH� 'XEOLQ�� DQG� 1RUD� +LFNH\�
0ō6LFKLOL�RI�WKH�&HQWUH�&XOWXUHO� ,UODQGDLV�3DULV��0\�WKDQNV�
DOVR� WR� P\� FROOHDJXHV� LQ� WKH� 'HSDUWPHQW� RI� )RUHLJQ�
$IIDLUV�(XJHQH�'RZQHV��6DUDK�.HDWLQJ��DQG�1LN�4XDLIH�
for their contributions.

—  Kevin Byrne, Consul General
&RQVXODWH�*HQHUDO�RI�,UHODQG�WR�WKH�0LGZHVWHUQ�86



PRODUCER’S STATEMENTS 

,W� LV� D� VLQJXODU� KRQRU� WR� EH� DVNHG� WR� ZULWH� PXVLF� IRU�
the paintings, the artists, and the time that was — Paris 
LQ�������2QH�RI� WKH�ƓUVW�SLHFHV� ,�ZURWH� IRU� WKLV�&'�ZDV�
WKH�ZDOW]�� ŏ/D�9DOVH�GHV�$UWLVWHV�Ő� V\PEROLF�RI� WKH�EDO�
PXVHWWH�PXVLF�LQ�)UDQFH�DW�WKDW�WLPH��,W�LV�MRLQHG�RQ�7UDFN�
��ZLWK� WKH� IDEXORXV�� ŏ7KH�5DNHV�RI�0DOORZ�Ő�ZKLFK� LV� D�
SROND�WKDW�ZDV�SOD\HG�DW�WKH�FRQFHUWV�RI�PXVLF�DQG�VRQJ�
LQ�������,WōV�D�JUHDW�PHORG\���0RYLH�GLUHFWRU�-RKQ�)RUG�
KDG�WR�WKLQN�VR�WRR�ZKHQ�KH�IHDWXUHG�LW�LQ�KLV�PRYLH��ŏ7KH�
4XLHW�0DQ�Ő��,WōV�WKH�NLQG�RI�WXQH�WKDW�VD\V�KHUH�ZH�DUH��
we are Ireland. With that combination of tunes in mind, 
the stage was set to respond to art with both music of 
the time and, for me, music from the heart.

For my part there are ten tunes here composed for 
LQGLYLGXDO� DQG� PXOWLSOH� SDLQWLQJV�� :ULWLQJ� PXVLF� WR�
accompany the notable pieces of Irish art which were 
done before and since the exhibition in Paris has 
EHHQ� PRVW� HQMR\DEOH�b ,ōYH� GHOYHG� LQWR� ELRJUDSKLHV� RI�
the artists, explored their own words about their art, 
UHDG� FULWLTXHV� DQG� UHYLHZV� RI� VLQJOH� SDLQWLQJV� DV� ZHOO�
DV�SHUVSHFWLYHV�RQ�DUWLVWVō� HQWLUH�ERGLHV�RI�ZRUN��$V� D�

traditional Irish music composer, most tunes naturally 
well up from the sonic world I’m steeped in. Writing 
tunes that honor and respond to the artistic expression 
DQG�FUHDWLYLW\�RI�DQRWKHU�PHGLXP��SDLQWLQJ��KDV�RSHQHG�
DQRWKHU� VRXUFH� RI� LQVSLUDWLRQ�� RQH� WKDW� PHOGV� YLVXDOV�
with sound. I hope in some small way, through the 
PXVLF��WR�DGG�VRPHWKLQJ�WKDW�VSHDNV�WR�\RX�WKH�OLVWHQHU�
LQ�ORRNLQJ�DW�WKH�DUW�b

,� DP� HQRUPRXVO\� JUDWHIXO� WR� WKH� 6HDPXV� (JDQ� 3URMHFW�
�6HDPXV� (JDQ�� -HQQD� 0R\QLKDQ�� 2ZHQ� 0DUVKDOO�� DQG�
.\OH� 6DQQD�� IRU� WKHLU� PXVLFLDQVKLS� DQG� DOO�DURXQG�
brilliance in collaborating on the arrangements. There 
DUH� IRXU� WUDFNV�ZLWK�PXVLF�RULJLQDWLQJ� IURP� WKH� FRQFHUWV�
held in 1922, performed by The Goodman Trio, Jenna 
0R\QLKDQ��'DPLHQ�DQG�&ROPDQ�&RQQROO\��DQG�6HDPXV�
Egan. There are additional composed tunes for the 
RFFDVLRQ�E\�0DUW\�)DKH\�DQG�ƓGGOHU�/L]�.QRZOHV��$OO�RI� 
XV�ORYHG�WKH�FKDQFH�WR�H[SUHVV�RXUVHOYHV�ZLWK�RXU�PXVLF�
LQ�KRQRU�RI�RXUbIHOORZ�DUWLVWV�

— Liz Carroll



The opportunity to participate in the planning of the 
exhibit Who Do We Say We Are? Irish Art 1922 | 2022 
DQG� WKLV� FRPSDQLRQ�&'�RI�PXVLF� KDV� EHHQ� D� UDUH� DQG�
wonderful pleasure. The commitment to these projects 
by all the partners — musicians, sponsors, colleagues 
and other supporters — has been steadfast and heart-
warming.

This exhibit traces the trajectory of Irish art as an 
HVVHQWLDO� H[SUHVVLRQ� RI� FXOWXUH� IURP� D� NH\� PRPHQW�
in 1922 — the ([SRVLWLRQ� Gō� $UW� ,UODQGDLV, which was 
staged as part of the Paris Congress in January of that 
\HDU��WR�WKH�FXUUHQW�GD\��,Q�VR�GRLQJ��LW�ORRNV�DW�WKH�UROH�
and messaging of Irish art, music, etc., as ways we can 
H[SORUH� YLWDO� DQG�HQGXULQJ� WKHPHV�� LQFOXGLQJ� WKH� YHU\�
nature of ‘Irishness’ itself. 

7KLV�&'� ORRNV� WKURXJK�D� ŌPXVLFDO� OHQVō� DW� WKH�ZRUNV�RI�
DUW�DQG�WKH�WKHPHV�WR�ZKLFK�WKH\�VSHDN��,W�GRHV�VR�ERWK�
by recreating some of the pieces chosen for the musical 
programs in 1922 and by imagining and crafting new 
musical responses to the pieces of art chosen for this 
current exhibition. Now and again, select pieces of 

poetry are also presented alongside the images and 
music so that the power of Irish cultural expression can 
be experienced together rather than in isolation from 
one another. The branches of the arts are often explored 
E\� H[SHUWV� DV� VHSDUDWH� DQG� VSHFLƓF� ƓHOGV� RI� VWXG\�
(OLWHUDWXUH�� SRHWU\�� ƓQH� DUWV�� SHUIRUPLQJ� DUWV�� PXVLF��
HWF��� 7KLV� SURMHFW� DWWHPSWV� WR� VKRZ�� E\� FRQWUDVW�� WKDW�
these artistic expressions are really ‘cultural siblings’;  
WKH\� RIWHQ� VSHDN� PRVW� SRZHUIXOO\� ZKHQ� WKH\� DUH�
LQŴXHQFHG�RU�LQVSLUHG�E\�HDFK�RWKHU�DQG�DUH�JLYHQ�WKH�
RSSRUWXQLW\� WR� VKDUH� YDOXDEOH� DQG� QXDQFHG� LQVLJKWV�
about each other. 

)LQDOO\��ZH�KRSH�WKDW�WKLV�H[KLELW�DQG�H[KLELW�&'�VSDUNV�
a desire for further multi-disciplinary engagements 
EHWZHHQ�WKH�EUDQFKHV�RI� ,ULVK�FUHDWLYH�H[SUHVVLRQ�DQG�
WKDW�WKH�DELGLQJ�G\QDPLVP�ZLWKLQ�WKH�$UWV�HQDEOHV�XV�DOO�
to more fully understand and appreciate the rich, deep 
DQG�HYHU�HYROYLQJ�QDWXUH�RI�Ō,ULVKQHVV�ō

— Marty Fahey
&XUDWRU��7KH�2ō%ULHQ�&ROOHFWLRQ

 …That all the arts be united again, painting and literature,  
SRHWU\�DQG�PXVLF��%OHVV�V\QWKHVLVř 

— :,//,$0�%87/(5�<($76������



1. Freespace
The Horse and Trap �6OLS�-LJ�

k�/,=�&$552//���*52:�<285�2:1�086,&��%0,��

-(11$�02<1,+$1��ƓGGOH�	�SHUFXVVLRQ�
6($086�(*$1��ŴXWH�	�SHUFXVVLRQ�
2:(1�0$56+$//��ERX]RXNL�	�SHUFXVVLRQ�
.</(�6$11$��JXLWDU�	�SHUFXVVLRQ�

ŏ7KH�SRWHQF\�RI�DUW�LV�WKDW�LW�OHDYHV�WR�IXWXUH�JHQHUDWLRQV�
D� ZLQGRZ� LQWR� WKH� VSLULW� RI� WKH� DJH�� $UFKLWHFWXUH�� WKH�
PRWKHU� RI� WKH� DUWV�� GHƓQHV� KRZ� ZH� OLYH� DQG� KRZ� ZH�
FRQVWUXFW�RXU�FXOWXUH��ŏ

ŏř/DVW�\HDU� ,� YLVLWHG� WKH�9HQLFH�$UFKLWHFWXUH�%LHQQDOH��
FXUDWHG�E\� IULHQGV�DQG�FROOHDJXHV�DW� WKH�5+$��<YRQQH�
)DUUHOO�DQG�KHU�IRXQGLQJ�SDUWQHU�RI�*UDIWRQ�$UFKLWHFWV��
6KHOOH\�0F1DPDUD��$Q�DZDUG�ZLQQLQJ�SUDFWLFH�� UHFHQW�
ZLQQHUV� RI� :RUOG� %XLOGLQJ� RI� WKH� <HDU�� WKHVH� DUH�
LQVSLULQJ� ZRPHQ�� ELJ� WKLQNHUV�� ZRUOG� OHDGHUV�� 7DNLQJ�
as a theme the idea of FREESPACE — imagining radical 
ZD\V�WR�WKLQN�DERXW�WKH�VSDFHV�LQ�DQG�DURXQG�WKH�VSDFHV�
we inhabit — their manifesto was a call for architects 
to contribute, engage and refresh the continuity of 
architectural culture. ŏ:H�QHHG� WR� WHQG� WR� FXOWXUH�� OLNH�
WHQGLQJ�WR�D�JDUGHQ�Ő�they say in their introduction to the 
%LHQQDOH�ŏ�,Q�DUFKLWHFWXUH�WLPH�LV�QRW�OLQHDU��$UFKLWHFWXUH�
EULQJV�SDVW��SUHVHQW�DQG�IXWXUH�WRJHWKHU�Ő

— James Hanley (7KH�6SDFHV�LQ�:KLFK�:H�/LYH�

The melody Freespace� UHVSRQGV� WR� -DPHV� +DQOH\ōV�
description of the deliberate process of creating, 
DGPLULQJ�� OLYLQJ� ZLWK� DQG� EHLQJ� LQŴXHQFHG� E\�
DUFKLWHFWXUH�� 6R� KRZ� LV� DUFKLWHFWXUH� ZRYHQ� LQWR� RXU�
experience of this exhibit? In addition to being housed 
DQG�RUJDQL]HG�LQ�D�VSDFH�ZKLFK�ZLOO�LQHYLWDEO\�DIIHFW�KRZ�

ZH�UHVSRQG�WR�WKH�H[KLELW��WKH�LQŴXHQFH�RI�DUFKLWHFWXUH�
LV� YHU\� PXFK� RQ� GLVSOD\� LQ� VRPH� RI� WKH� DUWZRUNV�
WKHPVHOYHV�

,Q� 2VERUQHōV� At the Breakfast Table�� %ODFNVKDZōV� Joe 
Bell’s Council House�� DQG� 2ō'RQRJKXHōV� Revolution 
Cottage, the spaces we inhabit may seem only to be 
the objects or settings in the paintings, but it is how we 
inhabit these spaces and how they shape so much of 
RXU�OLYHV�ŋ�OLNH�VLOHQW�ZLWQHVVHV�ŋ�WKDW�DUH�WKH�VXEMHFWV of 
WKHVH�ZRUNV��7KH�PHORG\�DOVR�UHVSRQGV�LQ�D�OHVV�REYLRXV�
way to Lily William’s Hibernia who used her home and 
VWXGLR�DV�D�VDIH�KDYHQ�ŋ�D�ŏIUHH�VSDFHŐ�ŋ�GXULQJ�WKH������
Uprising when this piece was painted and thereafter as 
ZHOO��'U��6LQ«DG�0F&RROH�KDV�ZULWWHQ�WKH�IROORZLQJ�LQ�KHU�
essay on Williams for this exhibit’s catalog:

ŏ>/LO\@� DQG� KHU� VLEOLQJV�� 1RUDK�� )OR� DQG� KHU� EURWKHU�
-DFN�OLYHG�LQ����/RZHU�%HHFKZRRG�$YHQXH�5DQHODJK�
ZKHUH�D�VHFUHW�URRP�ZDV�EXLOW� $QG�VKH�UHODWHV�IXUWKHU�
that, ŏ:KHQ�KH�FOHDUHG�WKH�KRXVH�LQ�WKH�����V��)UHG�
:LOOLDPV� GLVFRYHUHG� D� KLGGHQ� URRP� ZKRVH� GRRU�
ZDV�FRQFHDOHG�E\�D�ZDUGUREH�Ő�+HU�VWXGLR�ZDV�DOVR�
used for men on the run during the campaign for 
independence, and on one occasion Eamon de 
Valera used it to hide in.Ő 

 I call architecture frozen music.
— -2+$11�:2/)*$1*�921�*2(7+(

 We shape our buildings;
       thereafter, they shape us.

— :,16721�&+85&+,//



Walter Osborne (1859–1903)
At the Breakfast Table, 1894  
2LO�RQ�FDQYDV

Elizabeth “Lily” 
Williams  
(1874–1940)
Hibernia������� 
Pastel on paper

Hughie O’Donoghue (1953–)
Revolution Cottage, 2015  
2LO�RQ�FDQYDV

Basil Blackshaw 
(1932–2016)
Joe Bell’s 
Council House, 
1984  
2LO�RQ�FDQYDV�
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2. The Eagle’s Whistle �0HORG\�

-(11$�02<1,+$1��ƓGGOH�
0�,5,�&+$,0%(8/��KDUS�
2:(1�0$56+$//��JXLWDU�	�KDUPRQLXP�

7KHUH� DUH� VHYHUDO� LWHUDWLRQV� RI� WKLV� PHORG\� ŋ� DQ� DLU�� D�
0DUFK�� DQG� D� OXOODE\� ŋ� EXW� KRZ� LW� ZDV� SHUIRUPHG� DW�
3DULV������&RQIHUHQFH��ZH�FDQQRW�NQRZ��+HUH�DUH� VRPH�
KLVWRULFDO�QRWHV�RQ�WKH�PHORG\�GDWLQJ�EDFN�WR������

ŏ7KH�(DJOHōV�7XQH�Ő�ŏ)HDG�DQ�,RODLU�Ő�ŏ)HDG�DQ�)KLRODLU�Ő�
,ULVK�� 0DUFK� ����� WLPH��� *� 0DMRU�� �-R\FH�� 2ō1HLOO���
-R\FH� ������� LGHQWLƓHV� WKLV� DV� WKH� PDUFKLQJ� WXQH� RI�
WKH�2ō'RQRYDQV�ZKRVH� DQFLHQW� ODQGV� FRQVLVWHG�RI� WKH�
WHUULWRU\�RI�+\�)LGKJKHLQWH�� D�GLVWULFW� O\LQJ�ZHVW�RI� WKH�
ULYHU�0DLJXH�LQ�FRXQW\�/LPHULFN��

ŏ,�JDYH�D�VHWWLQJ�RI�WKLV�LQ�P\bAncient Irish Musicb^ŏ(DJOHōV�
Whistle (2) (The)Ő`�� DQG� WKHUH� DUH� WZR� RWKHUV� LQ� WKH�
6WDQIRUG�3HWULH� &ROOHFWLRQ� ^ŏ(DJOHōV�:KLVWOH� ���� �7KH�Ő`��

7KHVH� WKUHH� DUH� LQ� ���� WLPH��ZKHUHDV� WKH� VHWWLQJ� ,� QRZ�
JLYH� LV� LQ� ����� ZKLFK� LV� QR� GRXEW� WKH� SURSHU� RULJLQDO�
IRUP�� LQDVPXFK� DV� WKLV� ZDV� WKH� PDUFKLQJ� WXQH� RI� WKH�
2ō'RQRYDQV��VHH�P\bAncient Irish Music��S�������

7KH� &RUN� 06�� KDV� WKLV� UHPDUN�� ō7KH� OHJHQG� WHOOV� WKDW�
ZLWK� WKLV� WXQH� WKH� HDJOH� ZKLVWOHV� KLV� \RXQJ� WR� UHVWōŐ� 
(PW Joyce, 1890��

This particular rendition was arranged by Jenna for her 
&'�� ŏ:RYHQŐ� UHOHDVHG� LQ� ������ 7KLV� UHFRUGLQJ� LV� IURP�
WKDW�&'�DQG�LV�FRXUWHV\�RI�-HQQD�0R\QLKDQ�

The Horse and Trap: Until well into the 20th c, when the 
people of rural Ireland left their homes, they generally 
PRYHG� IURP�SODFH� WR�SODFH�HLWKHU�RQ� IRRW��E\�ELNH��E\�
GRQNH\�DQG�FDUW�DQG��RQ�VSHFLDO�RFFDVLRQV��E\�KRUVH�DQG�
WUDS���7UDYHOOLQJ�E\�KLUHG�FDU��EXV�RU�WUDLQ�ZDV�TXLWH�UDUH�
DQG�PRUH�RI�DQ�XUEDQ�PRGH�RI�WUDQVSRUW���

7KLV�PHORG\� UHFDOOV� WKH� QRYHOW\� DQG� MDXQWLQHVV� RI� WKDW�
PHWKRG�RI�WUDYHOOLQJ��

William Conor (1881–1968)
The Jaunting Car������V� 

2LO�RQ�FDQYDV

Paris 1922 
program
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https://tunearch.org/wiki/Eagle%27s_Whistle_(2)_(The)
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3.  Translation-Rotation �+RS�-LJ�
The Approaching Storm �5HHO��

�k�/,=�&$552//���*52:�<285�2:1�086,&��%0,��
��k�0$57<�)$+(<���7+(�'5($0(5��%0,�

-(11$�02<1,+$1��ƓGGOH�
6($086�(*$1��ŴXWH�	�ERGKUDQ�
.</(�6$11$��JXLWDU�
2:(1�0$56+$//��ERX]RXNL�	�KDUPRQLXP�

+RZ�GRHV�RQH�FKDOOHQJH�DQG� WKHQ�VHW�DVLGH�VRPH�RI� WKH�
PRVW� FKHULVKHG� FRQYHQWLRQV� LQ� WKH� FDQRQV� RI� ZHVWHUQ�
DUW� WR�VHHN�DQ�HDUOLHU��SXUHU�PRGH�RI�DUWLVWLF�H[SUHVVLRQ"�
:LWK�YLVLRQ�DQG�FRXUDJH��0DLQLH�-HOOHWW�DQG�KHU�DUWLVWLF�
FROOHDJXHV� IHOW� WKH� QHHG� WR� VWDUW� RYHU� DQG� LQ� VR� GRLQJ�� D� 
fresh world of Cubist art came to life. Part of the 
methodology of their journey was to start with the basic 
EXLOGLQJ� EORFNV�� OLQH�� FRORU�� VLPSOH� VKDSHV�� UK\WKP��
VSDFH and to explore and apply those components with 
commitment and rigor. The Land, Éire is a late example 
in her practice where these ‘components’ are brought 
WR� EHDU� WR� FRQYH\� KHU� YLVLRQ� RI� the entirety of the Irish 
ODQGVFDSH��UDWKHU�WKDQ�D�SDUWLFXODU�YLHZ��DV�LQ�WUDGLWLRQDO�
landscape paintings. 

7KH�VR�FDOOHG�ŌVHFUHW�VDXFHō�IRU�-HOOHWWōV�YHUVLRQ�RI�&XELVP�
was called “Translation-Rotation”: this refers to the way in 
ZKLFK�WKH�EDVLF�EXLOGLQJ�EORFNV�RI�KHU�DUW�ZHUH�VHW�GRZQ��
PRGLƓHG�DQG�SXW�WR�XVH��7KH�PHORG\�FRPSRVHG�IRU�WKLV�
painting uses a ‘painterly’ form of this method as we get  
to hear the basic musical components come together into 
an assembly, a melody…a painting with sounds.

The Approaching Storm responds not just to what we 
VHH� LQ� WKLV� HSLF� SDLQWLQJ� EXW� WR� ZKDW� ZH� DUH� DVNHG� WR�
presume from the painting’s title — the approach of an 
$WODQWLF�VWRUP�RII�WKH�FRDVW�RI�0D\R��7KH�PHORG\�WXUQV�
LQ�DQG�EDFN�RQ�LWVHOI�DV�WKH�HQHUJ\�LQ�VWRUPV�RIWHQ�GR�

$PEDVVDGRU� 'DQLHO� 0XOKDOO� LV� D� FRQQRLVVHXU� RI� ƓQH�
SRHWU\�DQG�KDV�NLQGO\�RIIHUHG�D�FRXSOH�RI�DSW�H[DPSOHV�
IRU�XV�WR�FRQVLGHU�LQ�WKH�FRQWH[W�RI�WKLV�H[KLELW���H[KLELW�&'��

Inis Oírr:b�E\�'HUHN�0DKRQ

$�GUHDP�RI�OLPHVWRQH�LQ�VHD�OLJKW
:KHUH�JXOOV�KDYH�SODFHG�WKHLU�SHUIHFW�SULQWV�
5HŴHFWLRQ�LQ�WKDW�ƓQDO�VN\
6KDPHV�YLVLRQ�LQWR�VLPSOH�VLJKW�
Into pure sense, experience.
$WODQWLF�OHDJXHV�DZD\�WRQLJKW�
&RQFHLYHG�EH\RQG�VXFK�LQQRFHQFH�
,�FOXWFK�WKH�PHPRU\�VWLOO��DQG�,b
+DYH�PHDVXUHG�HYHU\WKLQJ�ZLWK�LW�VLQFH�

Mainie Jellett  
(1897–1944)
The Land, Éire, 
1940  
2LO�RQ�FDQYDV

Patrick Graham 
(1943–)
Approaching 
Storm������� 
2LO�RQ�FDQYDV
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4.  Savourneen Deelish / A Mhurnin dilis  
�$QG�0\�2ZQ�7UXH�/RYH� �$LU�

7+(�*22'0$1�75,2�
0,&.�2ō%5,(1��XLOOHDQQ�SLSHV� 
$2,)(�1��%+5,$,1��ƓGGOH� 
(0(5�0$<2&.��ŴXWH��

There are many references to the origin of this melody 
GDWLQJ�EDFN�LQWR�WKH�����V��,W�LV�OLVWHG�DV�EHLQJ�DQ�DQFLHQW�
,ULVK�DLU��DQ�(QJOLVK�DLU�DQG�D�6FRWWLVK�DLU�

ŏ)UDQFLV� 2ō1HLOO�� LQ� Irish Minstrels and Musicians 
�������&KDSW��9,,,��� UHODWHV� WKH� VWRU\�RI�EOLQG�KDUSHU�
$UWKXU�2ō1HLOO��WROG�LQ�KLV�Memoirs���ZKR��DERXW�WKH�
\HDU�������SOD\HG�RQ�WKH�KDUS�RI�%ULDQ�%RUX�WKURXJK�
WKH� VWUHHWV� RI� /LPHULFN�� 2ō1HLOO�� DQ� HVWHHPHG�
PXVLFLDQ�� ZDV� VKRZQ� WKH� KDUS�� NHSW� LQ� D� FLW\�
councilor’s town house and was allowed to string 
DQG� WXQH� LW�� ŏ$W� WKH� VXJJHVWLRQ� RI� KLV� KRVW��2ō1HLOO�
KXQJ�WKH�KDUS� IURP�KLV�QHFN��EHLQJ�WKHQ�\RXQJ�DQG�
strong, and paraded through the streets of that 
SDWULRWLF�FLW\�� IROORZHG�E\�DQ�DXGLHQFH�RI�ƓYH�RU�VL[�
hundred people — gentle and simple — as he played 
WKH�PHORGLRXV� VWUDLQV� RI� ŏ6DYRXUQHHQ�'KHHOLVKŐ� DQG�
RWKHU� WXQHV� QRW� QDPHG�� 1LHO� *RZ� ����������!�� D�
6FRWWLVK� ƓGGOHU� DQG� FRPSRVHU� RI� UHQRZQ�� FRQƓUPV�
LW� LV� ŏ$� IDYRULWH� ,ULVK� DLU�Ő�� DV� LQGLFDWHG� LQ� D� QRWH� LQ�
the Fourth Collection of Niel Gow’s Reels, 2nd ed., 
originally 1800; p.10.

While the air may be an old Irish one, the song 
ŏ6DYDRXUQD� 'HHOLVK� (LOHHQ� RJXHŐ� ZDV� ZULWWHQ�
by English comic dramatist George Colman the 
<RXQJHU� �����Ŋ�� DV� SDUW� RI� KLV� �����PXVLFDO� GUDPD�
The Surrender of Calais.

— www.tunearch.org

7KH� *RRGPDQ� 7ULR� ORRNHG� WR� VHYHUDO� VRXUFHV� IRU� WKHLU�
SHUIRUPDQFH� IRFXVLQJ�PDLQO\� RQ� RQH� IRXQG� LQ� D� �&DQRQ��
Goodman manuscript and which he copied from Thomas 
0RRUH� ZLWK� WKH� WLWOHb Ō7LV� JRQH� DQG� IRU� HYHUōb WDNHQ� IURP�
0RRUHōV�YHUVH�b7KH�YDULDWLRQV�KHDUG�LQ�WKH�VROR�ƓGGOH�VHFWLRQ�
DUH�GHULYHG�IURP�D�YHUVLRQ�SUHVHQWHGbLQb)UDQN�5RFKH��HG���
$LUV�DQG�)DQWDVLHV��9RO�����'XEOLQ��&RUN�	�/LPHULFN��������S���

5. Prisms �5HHO�

k�/,=�&$552//���*52:�<285�2:1�086,&��%0,��

-(11$�02<1,+$1��ƓGGOH�
6($086�(*$1��EDQMR�	�ERGKUDQ�
2:(1�0$56+$//��ERX]RXNL�	�KDUPRQLXP�
.</(�6$11$��DFRXVWLF�JXLWDU�	�HOHFWULF�JXLWDU�

7KRXJK�WKH�XVH�RI�YLEUDQW�FRORU� LQ�SDLQWLQJ�ZDV�SUHYDOHQW�
LQ�WKH�ZRUNV�RI�WKH�3RVW�,PSUHVVLRQLVWV�DQG�)DXYLVWV�RI�WKH�
late 19th and early 20th centuries, such instances were rare 
— almost non-existent — in Irish art during the same time 
SHULRG��,ULVK�DUWLVWV�PRYHG�DZD\�PXFK�PRUH�VORZO\�IURP�WKH�
FRQVHUYDWLYH��PXWHG�DQG�TXLHWHU�WRQDOLWLHV�RI�WKHLU�PHQWRUV�
and forebears. (Though, paradoxically, many Irish towns 
were ablaze with bold and colorful building facades, still, 
WKHLU�LQWHULRUV�DQG�DUWZRUN�UHYHUWHG�WR�WKH�PRUH�FRQVHUYDWLYH�
FRORU� QRUPV��� 7KH� HDUOLHVW� DQG� JUHDWHVW� H[FHSWLRQ� WR� WKLV�
ŌUXOHō�FDQ�EH�IRXQG�LQ�WKH�ZRUN�RI�5RGHULF�2ō&RQRU��

Roderic O’Conor 
(1860–1940)
The Farm, Provence, 
����� 
2LO�RQ�FDQYDV
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2ō&RQRUōV� ORQJ� VRMRXUQV� LQ� YDULRXV� SDUWV� RI� )UDQFH�
exposed him to a different quality of light and warmth 
DV� ZHOO� DV� WR� WKH� ZRUN� RI� RWKHU� &RQWLQHQWDO� DUWLVWV�
UHVSRQGLQJ�WR�WKH�VDPH�LQŴXHQFHV�DURXQG�KLP��

In Ireland, one had to wait until the mid-to late 1920s 
IRU� -DFN�<HDWV� WR� WXUQ� WRZDUGV� YLYLG� FRORUDWLRQ��0DLQLH�
-HOOHWW� DQG� D� IHZ� RWKHUV� IROORZHG� ODWHU�� EXW� VWLOO�� YLYLG�
color was a rare sight in Irish art.

6SHFXODWLRQ�IRU�WKLV�UHYROYHV�DURXQG�WKH�WRSLF�RI�climate 
ŋ�ERWK�DV� LW� UHODWHV� WR�ZHDWKHU�DQG�WR� WKH�FRQVHUYDWLYH�
UHOLJLRXV�LQŴXHQFHV�WKDW��WRJHWKHU��NHSW�PDQ\�D�WHQGHQF\�
towards artistic displays of HIIXVLYHQHVV or YLEUDQF\ in 
FKHFN�� �,QWHUHVWLQJ� WR� QRWH� WKDW� WKLV� VHQVH� RI� ŌUHVHUYHō�
did not hold sway in music, dancing or storytelling in the 
VDPH�ZD\�LW�GLG�LQ�SDLQWLQJ��

,Q�WKH�ZRUN�RI�'LDQD�&RSSHUZKLWH��Inner Garden State, 
ZH�VHH�FRORU�DQG�IRUP�WKDW�DGYDQFHV�DQG�UHWUHDWV�� OLQHV�
DQG�VKDSHV�DUH�FDUHIXOO\�MX[WDSRVHG�ŋ�OLNH�D�ZRQGHUIXO�
ZRUGOHVV�PHORG\�ŋ�WKHVH�DUH�DOO�GLVFUHHW�DQG�LQWHU�ZRYHQ�
moments of perception, awareness and appreciation 
WKDW�KDYH�SRZHU�DQG�YDOXH��5HYHDOLQJ�WKH�UDZ�SRZHU�RI�
EHDXW\��OLNH�D�JDUGHQ�LWVHOI��&RSSHUZKLWHōV�SDLQWZRUN�LV�
O\ULFDO��ŴXLG��VXEWOH�DQG�VWURQJ�DOO�DW�WKH�RQH�WLPH�

$V� D� UHVSRQVH� WR� ERWK� WKH�2ō&RQRU� DQG�&RSSHUZKLWH�
paintings, Prisms� SURYLGHV� D� OXVK� ŏVRQLF� JDUGHQŐ� IURP�
ZKHQFH�WKLV�ORYHO\�5HHO�HPHUJHV�

6.  Caoineadh Eoghain Rua  
�7KH�/DPHQW�IRU�2ZHQ�5RH�

6($086�(*$1��ŴXWH��

$� EHDXWLIXO�� PRXUQIXO� DQG� P\VWHULRXV� PHORG\� ZLWK� D�
SURYHQDQFH�WKDW�LV�XQFOHDU�DQG�GHEDWHG��

ŏ7KHUH� LV� VRPH� GLVSXWH� RYHU�ZKR� WKLV� DLU� LV� QDPHG�
IRU�� 6RPH� DUJXH� IRU� 2ZHQ� 5RH�2ō1HLOO�� QHSKHZ� RI�
ŏWKH�*UHDW�2ō1HLOOŐ�DQG�FRPPDQGHU�RI�WKH�,ULVK�DUP\�
ZKLFK�GURYH�RXW�WKH�(QJOLVK�LQ�WKH�PLG���WK�FHQWXU\��
2WKHUV�FODLP�WKH�ODPHQW�LV�IRU�2ZHQ�5RH�2ō6XOOLYDQ�
�(RJKDLQ�RI�WKH�VZHHW�PRQWK��WKH�JUHDW���WK�FHQWXU\�
SRHW�IURP�WKH�SURYLQFH�RI�0XQVWHU�Őb

— www.tunearch.org

:H�NQRZ�WKDW�D�SLHFH�FDOOHG�The Lament for Owen Roe 
was one of the pieces played during one of the two 
concert performances at the 1922 Paris Congress: we 
GR�QRW�NQRZ�IRU�FHUWDLQ�LI� LW�ZDV�WKLV�YHUVLRQ�RI�WKH�ODPHQW�
or another by the same name, composed by Turlough 
2ō&DURODQ�� WKH� IDPRXV� %DUG��:H� EHOLHYH� WKDW� \RX� ZLOO�
HQMR\�WKLV�YHUVLRQ��WKH�PRUH�UDUHO\�KHDUG�RI�WKH�WZR�

7. Reflections Across the Bog 

k�/,=�&$552//���*52:�<285�2:1�086,&��%0,�

-(11$�02<1,+$1��ƓGGOH�
.</(�6$11$��JXLWDU�
2:(1�0$56+$//��KDUPRQLXP�

&UHDWHG�VKRUWO\�DIWHU�OHDYLQJ�$FKLOO�LQ�������5HŴHFWLRQV�
Across the Bog�ZDV�SDLQWHG�E\�3DXO�+HQU\�VRPHZKHUH�
LQ� WKH� :HVW� RI� ,UHODQG�� D� UHJLRQ� WKDW� +HQU\� EHFRPH�
PRVW�IDPRXV�ŋ�HYHQ�V\QRQ\PRXV�ŋ�IRU�LOOXVWUDWLQJ�LQ�KLV�
ZRUN�� ,W� LV�ZLGHO\� IHOW� DPRQJVW� DUW� FRPPHQWDWRUV� WKDW� WKH�
LPDJH�V��RI� WKH�:HVW�RI� ,UHODQG� WKDW�PDQ\�FDQ�FRQMXUH� LQ�

Diana Copperwhite 
(1969–)
Inner Garden State, 
2019  
2LO�RQ�FDQYDV
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their imagination today — indeed during any time in the 
ODVW�����\HDUV�ŋ�RIWHQ�SUHVXPHV�D�YLVXDO�PHPRU\�RI�DQ�
HQFRXQWHU�ZLWK�D�3DXO�+HQU\�SDLQWLQJ�RU�SULQW��6HYHUDO�RI�
his paintings were used by the railway lines and by the 
,ULVK�JRYHUQPHQW�DV�SRVWHUV�WR�HQFRXUDJH�WUDYHO�DQG�VR�
his widely distributed images and style became familiar 
to many both within and outside of Ireland.

7KRXJK� LW� VHHPV� FRXQWHULQWXLWLYH� WR� LPDJLQH� WKLV��
paintings in the canon of Irish art rarely depict rain 
RU� VFHQHV�ZKHUH� LW� LV� DFWLYHO\� UDLQLQJ�ŋ�DV� VXFK�� WKLV� LV� D�
QRWHZRUWK\�H[FHSWLRQ��6KHHWV�RI�PLVW�DQG�JHQWO\�EORZLQJ�
rain emanate from the clouds, crisscrossing in a pattern for 
WKH�YLHZHU�ZKLFK�FRQMXUHV�DQ�DOPRVW�YLVFHUDO�DZDUHQHVV�RI�
WKH�QHDU�HYHU�SUHVHQFH�RI�PRLVWXUH�LQ�WKH�,ULVK�VN\�

The melody seems to capture this same crisscrossing 
SDWWHUQ�VRQLFDOO\�DQG�LQ�WKH�VDPH�VRIW��VXEWOH�PHGLWDWLYH�
PDQQHU�� 7KH� SRHP� VXJJHVWHG� E\� $PEDVVDGRU� 'DQLHO�
0XOKDOO�LV�DOVR�D�ƓWWLQJ�FRPSDQLRQ�IRU�WKLV�SDLQWLQJ�DQG�
this melody.

Windharp��E\�-RKQ�0RQWDJXH
�IRU�3DWULFN�&ROOLQV��

The sounds of Ireland,
that restless whispering
\RX�QHYHU�JHW�DZD\
from, seeping out of
low bushes and grass,
heatherbells and fern,
ZULQNOLQJ�ERJ�SRROV��
scraping tree branches,
light hunting cloud,
sound hounding sight,
a hand ceaselessly
FRPELQJ�DQG�VWURNLQJ
the landscape, till
WKH�YDOOH\�JOHDPV
OLNH�WKH�SLOH�XSRQ
a mountain pony’s coat.

�3DWULFN�&ROOLQV�������������ZDV�RQH�RI�,UHODQGōV�PRVW�HVWHHPHG�SDLQWHUV�

8. La Valse des Artistes �:DOW]�
The Rakes of Mallow �3ROND�

k�/,=�&$552//���*52:�<285�2:1�086,&��%0,��

'$0,(1�&2112//<��EXWWRQ�DFFRUGLRQ�
&2/0$1�&2112//<��SLDQR�

Why Paris? 

ŏ3DULV�ZDV�FKRVHQ�DV�WKH�YHQXH�EHFDXVH�LW�ZDV�VHHQ�
by many as the cultural capital of the world. 

%\�GHPRQVWUDWLQJ�WKH�UDQJH�DQG�TXDOLW\�RI�,ULVK�FXOWXUH�
DQG�FRQWHPSRUDU\�DUW�DQG�GHVLJQ��WKH�6WDWH�SUHVHQWHG�
a public display of artistic independence to support its 
claims of political independence.

Paul Henry (1876–1958)
5HŴHFWLRQV�$FURVV�WKH�%RJ������������ 
2LO�RQ�FDQYDV
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%\� VKRZFDVLQJ� ,ULVK� VRYHUHLJQW\� DQG� FXOWXUDO�
XQLTXHQHVV� RQ� D� IRUHLJQ� VWDJH�� WKH� QHZ� ,ULVK� 6WDWH�
SUHVHQWHG�D�VHOI�GHƓQHG��SROLWLFDO�YLHZ�RI�LWVHOI��VD\LQJ�
ŏWKLV�LV�ZKR�ZH�DUH�DQG�WKLV�LV�KRZ�ZH�VHH�RXUVHOYHV�Ő

3ROLWLFDOO\��WKH�7UHDW\�KDG�GLYLGHG�WKH�'£LO��ZKLFK�ZDV�
PDGH� XS� RI� LQGLYLGXDOV� ZKR�ZHUH� SUHYLRXVO\� XQLWHG�
in their common national and international political 
REMHFWLYHV��$UW�DQG�FXOWXUDO�H[SUHVVLRQ�ZDV�VRPHWKLQJ�
ERWK�VLGHV�RI�WKH�GLYLGH�FRXOG�HPEUDFH�DQG�VXSSRUW�

&KLHI�RUJDQLVHU�RI�WKH�PXVLFDO�HYHQLQJV��$UWKXU�'DUOH\��
DOVR� GHOLYHUHG� WKH� OHFWXUH� RQ� ,ULVK� PXVLF� DQG� UH�
enforced the nationalistic aspirations of the concerts, 
GHFODULQJ� WKDW� ,UHODQG� QHYHU� ERZHG� WR� D� FRQTXHURU�
and after centuries of suffering and persecution still 
ŏJORULRXVO\�SUHVHUYHGŐ�KHU�OLIH�DQG�PXVLF�DQG�ŏVKH�ZLOO�
RQFH�PRUH�EH�WKH�ODQG�RI�VRQJ�Ő

— Dr. Billy Shortall, ([SRVLWLRQ�Gō�$UW�,UODQGDLV, 1922

Liz Carroll wrote in her Producer’s note about her 
enjoyment in writing La Valse des Artistes�� ,W� LV�WKH�NLQG�
RI�ZDOW]�WKDW�RQH�ZRXOG�KDYH�KHDUG�LQ�3DULV�EDFN�LQ�������
DQG�WKH�NLQG�RI�ZDOW]�VWLOO�SRSXODU�LQ�)UDQFH�WRGD\�

 The painting of the future will  
be national in its growth but  
international in its speech. 

— -$&.�%��<($76��Paris Congress, 1922

$V� WR� The Rakes of Mallow, probably because of 
LWV� LQFOXVLRQ� LQ� WKH� VRXQGWUDFN� WR� ŏ7KH� 4XLHW� 0DQŐ�
— IROORZHG� E\� LWV� SUHVHQFH� DW� GHFDGHVō� ZRUWK� RI� 6W��
3DWULFNōV� 'D\� FRPPHPRUDWLRQV� ŋ� LW� KDV� DFTXLUHG� D�

VRUW� RI� ŏSDGG\�ZKDFNHU\Ő� VWDWXV� LQ� WKH� ZRUOG� RI� ,ULVK�
traditional music: simply put, the melody has become 
UDWKHU� KDFNQH\HG� DQG� RYHU�SOD\HG�� :H� DOO� KDG� VRPH�
XQGHUVWDQGDEOH� UHVHUYDWLRQV� DERXW� WKHVH� DVVRFLDWLRQV�
EXW�� KDSSLO\�� 'DPLHQ� DQG� &ROPDQōV� KDQGOLQJ� RI� WKH�
piece strips away these accretions and their rendition 
restores the respectability of the melody without losing 
its welcome jaunty character.

9.  Cnoc an Phobail �+LOO�RI�WKH�3HRSOH�
The Three-legged Stool��-LJ��

�k�/,=�&$552//���*52:�<285�2:1�086,&��%0,��
��k�0$57<�)$+(<���7+(�'5($0(5��%0,�

-(11$�02<1,+$1��ƓGGOH�
6($086�(*$1��ŴXWH�	�ERGKUDQ�
.</(�6$11$��JXLWDU�
2:(1�0$56+$//��ERX]RXNL�	�KDUPRQLXP�
0$57<�)$+(<��EXWWRQ�DFFRUGLRQ�

Congrès Irlandais à Paris, January 1922.
*URXS�LQFOXGHV�6HDQ�7��2ō.HOO\��(RLQ�0DF1HLOO��(DPRQ�
GH�9DOHUD��&RXQWHVV�0DUNLHYLF]��0DU\�0DF6ZLQH\��
+DUU\�%RODQG��'RXJODV�+\GH��DQG�-DFN�%��<HDWV�
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&KDUOHV�/DPE��ERUQ� LQ�3RUWDGRZQ��&R��$UPDJK�EHJDQ�
his painting career as a house painter in his father’s 
GHFRUDWLQJ�ƓUP��%HWZHHQ������DQG�������KH�DWWHQGHG�
WKH� %HOIDVW� 6FKRRO� RI� $UW� DQG� WKHQ� WKH� 0HWURSROLWDQ�
6FKRRO� RI� $UW� LQ� 'XEOLQ� ZKHUH� KLV� SURPLQHQW� PHQWRUV�
LQFOXGHG�0DUJDUHW�&ODUNH�� -DPHV�6OHDWRU��3DWULFN�7XRK\�
DQG�6HDQ�.HDWLQJ��WKHPVHOYHV�DOO�QRWHG�VWXGHQWV�RI�WKH�
JUHDW�SDLQWHU�DQG�WHDFKHU��:LOOLDP�2USHQ��7KH�LQŴXHQFH�
of this tutelage, especially in the direct engaging gaze of 
WKH�VXEMHFW��LV�HYLGHQW�LQ�The Turf Cutter.

7LPH� VSHQW� LQ�%ULWWDQ\�� )UDQFH�� LQ� WKH�����V� VHQVLWL]HG�
/DPE� WR� WKH�QXDQFHV�RI� UXUDO� FXVWRPV�DQG�FXOWXUH��+H�
HYHQWXDOO\�VHWWOHG�DQG�UHPDLQHG�LQ�DQG�DURXQG�&DUUDURH�
LQ�&RQQHPDUD��*DOZD\�VWDUWLQJ�LQ�������ZKHUH�KH�UDLVHG�
his family, painted and offered summer school sessions 
IRU�DVSLULQJ�\RXQJ�SDLQWHUV��+DYLQJ�VSHQW�VR�PXFK�WLPH�
LQ�WKLV�DUHD��/DPE�ZDV�QRW�D�YLVLWRU�EXW�UDWKHU�PRUH�OLNH�
D� QDWLYH�� KLV� ZRUN� LV� LPEXHG� ZLWK� WKDW� VHQVH� RI� HDV\�
IDPLOLDULW\� DQG� QXDQFHG� NQRZOHGJH� WKDW� LQIRUPHG� KLV�
FKRLFH� RI� KLV� VXEMHFWV�� KLV� REVHUYDWLRQV� DQG� WKHQ� WKH�
SDLQWLQJV� WKHPVHOYHV�� The Turf Cutter captures some 
of the characteristics of the resilience and ruggedness 
of the people of Connemara: they possessed a self-
assured straightforwardness combined with a faith, 
IRUWLWXGH��GHWHUPLQDWLRQ�DQG�SHUVHYHUDQFH� LQ�WKH�IDFH�RI�
GDLO\�KDUG�ZRUN�DQG�DGYHUVLW\��

Just outside of Carraroe, in Connemara is Cnoc an Phobail 
�+LOO�RI�WKH�3HRSOH��ZKLFK�XVHG�WR�EH�WKH�JDWKHULQJ�SODFH�
IRU�ORFDOV�DQG�QRQ�ORFDOV�DOLNH�DV�D�VRUW�RI�SLOJULPDJH�VLWH�
WR�FHOHEUDWH�VSHFLDO�HYHQWV��VXFK�DV�3DWURQōV�'D\�DQG�6W��
-RKQōV�(YH��,W� LV�HDV\�WR�LPDJLQH�WKDW�ERWK�/DPE�DQG�KLV�
QHLJKERUV�ZRXOG�KDYH�YLVLWHG�WKLV�KLOO�RQ�VXFK�RFFDVLRQV�

Three-legged�VWRROV�KDYH�WKH�VRPHZKDW�XQOLNHO\�TXDOLW\�
of being more stable than four-legged stools — especially 

RQ� WKH� XQHYHQ� ŴRRUV� RI� ROG� ,ULVK� FRWWDJHV� RU� LQ� EDUQV��
6LPSO\�SXW�� WKH\�DGMXVW�PRUH�HIIHFWLYHO\� WR� WKH�ŴRRULQJ�
FRQGLWLRQV� RQ� ZKLFK� WKH\� DUH� VHW�� ,Q� ,ULVK� YHUQDFXODU�
furniture, one such type of three-legged stool is called 
D�ŏFUHHSLHŐ�EHFDXVH�WKDW�GHVLJQDWLRQ�UHIHUV�WR�WKH�DELOLW\�
WR� FUHHS� FORVHU� WR� WKH� RSHQ� KHDUWK� IRU� ZDUPWK� JLYHQ�
WKDW�WKH�SLHFH�LWVHOI�WRRN�XS�VR�OLWWOH�ŴRRU�VSDFH��$V�ZHOO��
WKHVH�VWRROV�DUH�XQXVXDOO\� ORZ�WR�WKH�JURXQG��RQO\��Ő���Ő�
KLJK�� EHFDXVH� PDQ\� ,ULVK� FRWWDJHV� KDG� FKLPQH\V� ZLWK�
VXE�VWDQGDUG�GUDIWV�ZKLFK�UHVXOWHG�LQ�WKH�RSHQ�WXUI�ƓUHV�
ELOORZLQJ�VPRNH�RXW�LQWR�WKH�URRP��WKH�ORZ�VWRRO�DOORZHG�
RQH�WR�EH�VHDWHG�FRPIRUWDEO\�EHORZ�WKH�ŏVPRNH�OLQH�Ő

The Three-Legged Stool is meant to emulate the 
VLPSOLFLW\� RI� WKLV� GLVDUPLQJO\� VLPSOH� EXW� FOHYHU� SLHFH�
RI� YHUQDFXODU� IXUQLWXUH�� RI� D� W\SH� RQH� ZRXOG� FHUWDLQO\�
expect to see in the humble cottage of The Turf Cutter 
and his family. 

Charles Lamb  
(1893–1964)
The Turf Cutter, 
late 1920s  
2LO�RQ�FDQYDV
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ŏ3HRSOH� VWLOO� WDONHG� DERXW� KLP� DV� LI� KH� ZDV� OLYLQJ�
ORFDOO\��%HFDXVH�,�QHYHU�NQHZ�KLP�ŋ�KH�ZDV�JRQH�>WR�
$PHULFD@�ORQJ�EHIRUH�P\�WLPH��LW�ZDV�KDUG�IRU�PH�WR�
WKLQN�RI�KLP�DOLYH��EXW�WKLQN�RI�KLP�,�GLG��+LV�PXVLF�KDG�
left a powerful impression. It was said he had a world 
RI�WXQHV��:H�QHYHU�KHDUG�DQ\WKLQJ�IURP�KLPř��7KH�
RQO\�WKLQJ�>P\�PRWKHU@�ZRXOG�HYHU�VD\�LV�WKDW�ŏZH�KDG�
KLV�ƓUHŐ�LI�KH�HYHU�FDPH�EDFN��

,Q� WKRVH� WLPHV�� LI� VRPHRQH� ZHQW� WR� $PHULFD� DQG� D�
KRXVH�ZDV�HPSWLHG�RXW��WKH�QHLJKERXUV�ZRXOG�WDNH�
a blazing sod of turf from that hearth and place it 
LQ�WKHLU�RZQ�ŋ�LQ�WKDW�ZD\��WKH�ƓUH�ZDV�NHSW�DOLYH�IRU�
WKH�SHRSOH�LI�WKH\�FDPH�EDFN��<RXōG�KHDU�RI�KRXVHV�
WKDW�KDG�ŌWKUHH�RU�IRXU�ƓUHV�LQ�WKHPō�DQG�WKDWōV�ZKDW�
SHRSOH�ZRXOG�PHDQ�Ő

—  Christy McNamara and Peter Woods, 7KH�/LYLQJ�
1RWH��7KH�+HDUWEHDW�RI�,ULVK�0XVLF���S�����

7KH� WZR� DVSHFWV� RI� WKLV� WUDFN� MRLQ� WRJHWKHU� LQ� KRQRULQJ�
WKH� LPSRUWDQFH�RI� WKH� WXUI� DQG� WXUI� ƓUHV� LQ� UXUDO� ,UHODQG�
— with the simple, soulful music so often played by those 
ƓUHVLGHV�� 7KLV� WXQH�ZDV� FRPSRVHG�� DQG� LV� SOD\HG� KHUH��
RQ�D�����V�+RKQHU�EXWWRQ�DFFRUGLRQ�ŋ�RI�WKH�W\SH�RIWHQ�
SOD\HG�LQ�WKRVH�ROG�FRWWDJHV��,I�\RX�KDYH�HYHU�VDW�TXLHWO\�
LQ�WKH�PDLQ�URRP�RI�DQ�,ULVK�FRWWDJH�ZLWK�D�WXUI�ƓUH�EOD]LQJ�

DZD\�� SHUIXPLQJ� WKH� URRP� ZLWK� LWV� GLVWLQFWLYH� DURPDWLF�
VPHOO��WKHQ�\RX�NQRZ�LQVWLQFWLYHO\�ZK\�WKH�H[SHULHQFH�ZDV�
VR�HYRFDWLYH��0XFK�RI�WKDW�LV�QRZ�LQ�WKH�SDVW��WKH�VWXII�RI�
PHPRULHV�ŋ�EXW�YHU\�ZDUP�DQG�IRQG�PHPRULHV�LQGHHG��

10. Ireland’s Farewell 

k�/,=�&$552//���*52:�<285�2:1�086,&��%0,�

-(11$�02<1,+$1��ƓGGOH�
.</(�6$11$��JXLWDU�	�SLDQR�
2:(1�0$56+$//��ERX]RXNL�	�KDUPRQLXP�

2QH� VHHV� DQG� KHDUV� WKH�ZRUG� “Diaspora” often in the 
context of articles and discussions about the centuries’ 
ROG�SKHQRPHQRQ�RI� ,ULVK�HPLJUDWLRQ��$V�RI� WKH�VWDUW�RI�
WKLV� FHQWXU\�� PRUH� WKDQ� ��� PLOOLRQ� SHRSOH� DURXQG� WKH�
JOREH�FRXOG�WUDFH�WKHLU�OLQHDJH�EDFN�WR�,UHODQG�DQG�DUH��
therefore, part of the 'LDVSµUD�QD�Q*DHO��DERYH�DOO�HOVH��
the organizers of Irish Race Congress of 1922 sought the 
recognition and support of this widely dispersed but 
KLJKO\�LQŴXHQWLDO�JURXS�

ŏ7KH� ,ULVK� )UHH� 6WDWH� HQJDJHG� SROLWLFDOO\� DQG�
economically with its diaspora for practical reasons. 

Amelia Stein 
(1958–)
Hand Cut Turf, 
Port a’Chlóidh, 
North Mayo, 
2015
*HODWLQ�VLOYHU�
print
k�$PHOLD�6WHLQ
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3ROLWLFDOO\�� WR� FDQYDVV� SROLWLFLDQV� LQ� WKHLU� DGRSWHG�
FRXQWULHV�WR�SXW�SUHVVXUH�RQ�WKH�%ULWLVK�DGPLQLVWUDWLRQ�
to grant Irish independence. Economically, the 
GLDVSRUD� DEURDG� ZHUH� VHHQ� DV� KDYLQJ� FRQQHFWLRQV�
on which to build trade and economic relationships 
with their adopted countries. 

Remittances sent home by the Irish abroad were 
important. The diaspora were also essential in the 
Irish psyche, and success abroad by Irish people was 
celebrated. With this in mind, the Paris Congress 
proposed compiling a ‘Register of notable Irish men 
and women’ abroad as well as schemes to promote 

,ULVK� VWXGLHV� LQ� IRUHLJQ� XQLYHUVLWLHV�� 7KH� ŌGLDVSRUDō�
paintings in this exhibit may be considered in this 
FRQWH[WřŐ

— Dr. Billy Shortall��$XJXVW�������HPDLO�

Farewell to Ireland��E\�3DWULFN�+HQQHVV\��3UHVLGHQW�-RKQ�
F. Kennedy was regarded by millions as the pinnacle of 
WKH�VXFFHVV�DQG�DFKLHYHPHQW�RI�WKH�,ULVK�'LDVSRUD��WKH�
fondest hope, the most daring dream, cut short. It was 
not unusual to see a picture of JFK (alongside an image 
RI� WKH� 3RSH�� LQ� D� SODFH� RI� SURPLQHQFH� LQ� WKH� KRPHV�
RI� ,ULVK� &DWKROLFV� ERWK� LQ� ,UHODQG� DQG� LQ� WKH� 86�� HYHQ�
decades after his assassination. 

Portrait of Jim O’Brien�� E\� &ROLQ� 'DYLGVRQ��Woman’s 
Work�� E\�0DUWLQ�*DOH� DQG� Image of Beckett, by Louis 
/H� %URFTX\� HDFK� FRQYH\� VRPHWKLQJ� RI� WKH� FKDUDFWHU�
DQG�H[SHULHQFHV�RI�WKH�'LDVSRUD��7DNHQ�WRJHWKHU��WKHVH�
paintings conjure a broad mixture of feelings: sadness, 
loss and struggle; longing and nostalgia; hope and 
VWULYLQJ��SHUVHYHUDQFH�DQG�DFKLHYHPHQW�

These emotional ingredients are captured and 
FRQYH\HG� KHUH� LQ� WKLV� EHDXWLIXO� FRPSRVLWLRQ� DQG� LWV�
soulful arrangement. 

Congrès Irlandais à Paris, January 1922.
�1RWH�WKH�VLJQV�IRU�WKH�YDULRXV�GHOHJDWLRQV�
IURP�DURXQG�WKH�ZRUOG��

Martin Gale 
(1949–)
Women’s Work, 
2000  
2LO�RQ�FDQYDV

Colin Davidson 
(1968–)
Portrait of Jim 
O’Brien, 2014  
2LO�RQ�FDQYDV
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11.  Sleeping in Tir na nÓg �0HORG\�6RQJ�

/,=�.12:/(6��ƓGGOH���KDUGDQJHU�GōDPRUH���SLDQR�
(/,=$%(7+�&521,1��YRLFH�ŋ�&XLU�&KRGODGK�

7KLV� WUDFN� DQG� WKH� QRWHV�� SRHWU\� DQG� LPDJHV� WKDW�
accompany it, is a wonderful example of what can 
happen when one chooses to see a piece of art from 
PDQ\� YDQWDJH� SRLQWV�� prose, poetry, music and art. 
Each of these responses grant us a unique insight 
LQWR� WKH� SDLQWLQJ� DQG�� WDNHQ� WRJHWKHU�� WKH\� FUHDWH� D�
WUXO\bNDOHLGRVFRSLFbH[SHULHQFH�RI�WKH�SDLQWLQJ��7KH\�DUH�
a testament to the power that art has to inspire and to 
PRYH�WKH�LPDJLQDWLRQ��

“Tir na nÓg is the legendary land of youth, a mythological 
LVODQG��EHOLHYHG� WR�EH�RII� WKH�ZHVW� FRDVW�RI� ,UHODQG�� WR�
ZKLFK�DFFRUGLQJ�WR�IRONORUH��WKH�ORYHUV�1LDPK�DQG�2LV¯Q��
HORSHG��:�%��<HDWV��-DFNōV�HOGHU�EURWKHU��GHVFULEHG�LW�LQ�
KLVb)DLU\�7DOHV�RI�WKH�,ULVK�3HDVDQWU\b�������DV�WKH�

‘Country of the Young, for age and death  
have not found it; neither tears nor  

loud laughter have gone near it’.

2QH�RI�:��%��<HDWVōV�PRVW�IDPRXV�SRHPV��The Wanderings 
RI�2LV¯Q� �������� UHFRXQWV� WKH� WUDYHOV� DQG� DGYHQWXUHV� RI�
2LV¯Q�WKURXJK�WKH�P\VWLFDO�LVOHV�RI�7LU�QD�Q�J��7KH�VXEMHFW�
FOHDUO\�DSSHDOHG�WR�-DFN�<HDWV�DOVR�� ,Q������KH�SDLQWHG�
DQRWKHU�PDMRU�ZRUN�FRQQHFWHG�WR�WKH�P\WK��$�%ODFNELUG�
EDWKLQJ�LQ�7LU�QD�Q�J��������3ULYDWH�&ROOHFWLRQ��

7KH� ER\� LQ� <HDWVōV� SDLQWLQJ� LV� QRW� 2LV¯Q� QRU� D� &HOWLF�
ZDUULRU� EXW� D� PRGHUQ� ƓJXUH�� +H� PD\� EH� D� VHOI�
SRUWUDLW� RI� WKH� DUWLVW� DV� D� \RXWK�� DFFRUGLQJ� WR� +LODU\�
Pyle (-DFN� %� <HDWV�� $� &DWDORJXH� 5DLVRQQ«� RI� WKH� 2LO�
Paintings�b QR������b +LV� ERG\� DQG� IDFH� LV� VFXOSWHG� RXW�
RI� WKLFN� SDLQW� DQG� KLV� VPLOLQJ� H[SUHVVLRQ� FRQYH\V� WKH�
pleasure of this moment, when he is caught between 
the sensual delights of nature on a summer’s day, and 
WKH� LPDJLQDWLYH� VWLPXODWLRQ� RI� D� VWRU\ERRN� ƓOOHG� ZLWK�

Patrick Hennessy 
(1915–1980)
Farewell to Ireland, 
����� 
2LO�RQ�FDQYDV

Louis Le Brocquy 
(1916–2012)
Image of Beckett, 
1994  
2LO�RQ�FDQYDV
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JUHDW� WDOHV�DQG�DGYHQWXUHV��7KH�HPRWLRQDO� LQWHQVLW\�RI�
WKH�SDLQWLQJ�LV�FRQYH\HG�WKURXJK�LWV�ULFK�FRORXUV��PRVW�
QRWDEO\�WKH�FRPELQDWLRQ�RI�EOXHV�DQG�JUHHQV��D�IDYRXULWH�
PL[WXUH� LQ�<HDWVōV�SDLQWLQJV�RI� WKH�����V��7KH� ULFK�DQG�
YDULHG� DSSOLFDWLRQ� RI� SLJPHQW� FUHDWHV� D� FDSULFLRXV�
VXUIDFH�� IXOO� RI� PRYHPHQW� DQG� OLIH�� ,W� HPSKDVL]HV� WKH�
WHQXRXV� SRVLWLRQ� RI� WKH�PDLQ� ƓJXUH�� WKH� \RXWK��ZKRVH�
enjoyment of real and imagined form is only temporary. 
There is a suggestion that the pulsating landscape and 
P\WKV�ZLOO�FRQWLQXH�DIWHU�KH�KDV�JRQH��%XW�WKH�SK\VLFDOLW\�
RI�WKH�YLJRURXV�EUXVKZRUN�DQG�WKH�SRZHU�RI�WKH�FRORXU�
WDNHV�SUHFHGHQFH�RYHU�WKH�QDUUDWLYH��IRUFLQJ�WKH�YLHZHU�
to engage in the sheer exuberance of the construction 
RI�WKH�SDLQWLQJ�LWVHOI�DQG�LWV�HIIHFWV�Ő

— Dr. Róisín Kennedy

Sleeping in Tir na nÓg: In January of 2020, I spent 
WKUHH�ZHHNV� LVRODWHG� LQ�D�FRWWDJH�RQ�D�FOLII�DV�DQ�DUWLVW�
LQ� UHVLGHQFH� DW� WKH� PDJLFDO� &LOO� 5LDODLJ�� QHDU� WKH� YHU\�
westernmost edge of County Kerry. When I returned 

home from that experience, I brought with me a body 
RI�PXVLFDO�ZRUN�WKDW�H[LVWHG�RQO\�LQ�IUDJPHQWV�ŋ�SLHFHV�
RI�D�VWRU\�\HW�XQWROG��7KH�LQYLWDWLRQ�WR�UHVSRQG�PXVLFDOO\�
to Tir na nÓg�� KRZHYHU�� ZLWK� LWV� OHJHQGDU\� WKHPH�� LWV�
rich textures and colors, and the unanswered questions 
it presents, became the door through which that story 
EHJDQ�WR�WDNH�RQ�IRUP�

$ORQJVLGH� P\� FRPSRVHG� IUDJPHQWV�� DQRWKHU� PHORGLF�
VWUDLQ�ŴRDWHG�LQ�ŋ�WKH�VRQJ�Cuir Chodladh (Irish for ‘put  
WR� VOHHSō��� ZKLFK� FDPH� IURP� D� ERRN� RI� VRQJV� E\�
traditional singer Elizabeth Cronin collected by the 
%%&��7KH�ƓQDO�SLHFH�LV�D�PXVLFDO�FROODJH��D�FRQYHUVDWLRQ�
EHWZHHQ�PHPRU\��PHORG\�DQG�WKH�<HDWV�SDLQWLQJ�b

— Liz Knowles 

Jack B. Yeats (1871–1957)
In Tir Na nÓg������
2LO�RQ�FDQYDV

Lillie Morris
Tir Na nÓg, 2020
$FU\OLF�RQ�FDQYDV
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There are two additional aspects to this artistic 
UHVSRQVH�� D� SRHP� IRU� WKH� <HDWV� SDLQWLQJ� E\� /LQGD�
$OGULFK�DQG�D�SDLQWHUO\�UHVSRQVH�IURP�DUWLVW�/LOOLH�0RUULV��
$ORQJVLGH� WKe music, both add further insights and 
nuance to our appreciation for the painting.

“In Tír na nÓg, Jack B. Yeats, 1936”

,ōG�OLNH�WR�WKLQN�SRHWU\�LV�GRLQJ�LW��WKH�IDU�RII�JD]H� 
WDNLQJ�KLP�RXW�RI�WKH�ZRUOG�RU�IXUWKHU�LQWR�LW��

ORRNLQJ�DW�QRWKLQJ�DQG�HYHU\WKLQJ�DW�RQFH� 
how when absorbed, time expands the moment, 

puts him where he is and not there at all, 
as he disappears into the clean photosynthesis 

of a sunny day — the ocean, the boats, the people 
RQ�VKRUH��WKH�JUDVV�JURZLQJ�RYHU�DQG�DURXQG�KLP��

,�NQRZ�WKLV�FDQ�KDSSHQ��KRZ�VRPHWKLQJ�FDWFKHV�XV 
up into the light of all that transpires, the moist green 

of summer, the ocean’s glint, the words before words, 
WKDW�ƓUVW�EX]]�ƓW�RI�ORYH�LQ�WKH�KHDUW��+H�GRHV�VHHP�

happy, our young man, in this lush magma of paint, 
DQG�GRHV�KH�KROG�D�ERRN�RI�FRORU�VNHWFKHV��DQG�VR�ULVHV�

from his own palette, from the center of his own dancing 
ODQGVFDSH��D�UHGGLVK�VPLOH��WKH�GDUN�ŴDVK�RI�KLV�H\HV"

:H�VHH�KRZ�\RXQJ�KH�LV�DQG�DUH�UHPLQGHG�RI�RXUVHOYHV 
ZKHQ�ZH�NQHZ�KRZ�WR�EHJLQ��KRZ�WR�ƓQG�RXU�ZD\�EDFN�

LQWR�WKH�EHDXW\�RI�PDNLQJ��7KH�PXVLF��WRR��ZH�UHPHPEHU� 
though we must be still as moss to hear it.

— Linda Aldrich

$V�\RX�ORRN�DW�/LOOLH�0RUULVō�SDLQWLQJ��LPDJLQH�DQ�HWKHUHDO�
DQG�DHULDO� YLHZ�RI�<HDWVō� ODQGVFDSH�DV� WKH� LPDJLQDWLRQ�

DQG� WKH� VRXO� VRDUVř�� 7KH� ,QƓQLW\� V\PEROV� ŏDUULYHGŐ�
mysteriously for the artist while painting this — of course, 
they are perfect symbols in this context.

12.  Jack B. Yeats: “The Art of Living”  
  �FOLS�IURP�57(�LQWHUYLHZ�ZLWK�
(DPRQ�$QGUHZV��2FWREHU����������

$V�SUROLƓF�D�SDLQWHU�DQG�ZULWHU�DV�-DFN�%��<HDWV�ZDV��KH�
UDUHO\�JDYH�LQWHUYLHZV��OHFWXUHV�RU�VSRNH�LQ�GHWDLO�DERXW�
his art practice. This clip, an excerpt from a longer 
LQWHUYLHZ� IURP�57(ōV�$UFKLYHV�� FDSWXUHV� D� VHQVH�RI� KLV�
thoughts and feelings about art.

ŏř,�GLVOLNH�WKH�ZRUG�ŌDUWō�DV�WR�SDLQWLQJ��7KHUH�LV�RQO\�
RQH�DUW�DQG�WKDW�LV�WKH�DUW�RI�OLYLQJ�

Painting is an occupation within that art and that 
occupation is the freest of all the occupations of 
OLYLQJ��7KHUH� LV�QR�DOSKDEHWV��QR�JUDPPDU��QR�UXOHV�

Jack B. Yeats (1871–1957)
Until We Meet Again, 1949
2LO�RQ�FDQYDV
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ZKDWHYHU�� 0DQ\� KRSHIXO� VSRUWVPHQ� KDYH� WULHG� WR�
LQYHQW� UXOHV� DQG� KDYH� DOZD\V� IDLOHG�� $Q\� SHUVRQ� RU�
group of persons who try to legalize such rules do a 
GLVVHUYLFH�WR�WKLV�RFFXSDWLRQ�RI�OLYLQJř�Ő

(DUOLHU� LQ� WKH� VDPH� \HDU� KLV� EHORYHG� ZLIH� 0DU\�
&RWWHQKDP�:KLWH�ŋ�ŏ&RWWLHŐ�ŋ�SDVVHG�DZD\�OHDYLQJ�KLP�
EHUHIW��0DQ\�SRLQW� WR� WKLV� HYHQW� DV� VRPHZKDW� RI� D� SLYRW�
SRLQW�IRU�<HDWV�ŋ�WKHQ�LQ�KLV�PLG���V�ŋ�ZKR�WXUQHG�PRUH�
resolutely towards a concentration on the subject of 
mortality�LQ�KLV�ZRUN��

,W�LV�LQVWUXFWLYH�WR�KHDU�KLV�ZRUGV�DIWHU�KHDULQJ�UHVSRQVHV�
to Tir Na nÓg�� ����� �7KH� /DQG� RI� (WHUQDO� <RXWK�� DQG�
before Until We Meet Again, 1949, a later and more 
VRPEUH�SHUVSHFWLYH�RQ�OLIH�IURP�KLP�

13. Until We Meet Again
 The Art of Living��6OLS�-LJ�

k�/,=�&$552//���*52:�<285�2:1�086,&��%0,��

-(11$�02<1,+$1��ƓGGOH�
6($086�(*$1��PDQGROLQ�	�ŴXWH�
.</(�6$11$��JXLWDU�
2:(1�0$56+$//��KDUPRQLXP�	�ERX]RXNL�

“Until We Meet AgainbFDQ�EH�VHHQ�DV�D�PHWDSKRU�RI�
WKH�GHHS�VSLULWXDO�NLQVKLS�WKDW�H[LVWV�EHWZHHQ�KRUVH�
and man, at the meeting point of land and ocean, 
ORRNLQJ�SDVW�WKH�PDWHULDO�UHDOP�RI�WKH�HYHU\GD\�WR�D�
ZRUOG�EH\RQG�ZKHUH�WKH\�FDQ�EH�UHXQLWHG�Ő

— Nicholas Orchard, Christies

$IWHU�ZLWQHVVLQJ�WKH�KRUURUV�RI�:RUOG�:DU�,,�IROORZHG�E\�
WKH�SDVVLQJ�RI�KLV�EHORYHG�ZLIH� ŏ&RWWLHŐ� LQ�������<HDWV�
WKHQ�ORVW�WKH�VLVWHU�WR�ZKRP�KH�ZDV�FORVHVW��6XVDQ�ŏ/LO\Ő�
<HDWV��HDUOLHU�LQ�WKH�VDPH�\HDU�WKDW�Until We Meet Again 

ZDV� SDLQWHG�� ������ 7KH� ���\HDU�ROG� SDLQWHU� EHJDQ� WR�
explore the subject of mortality more deeply. That said, 
the later 1940s and early 1950s also represented a time 
RI�JUHDW�SURGXFWLYLW\� LQ�<HDWVōV�RXWSXW��DV� LI� D� VHQVH�RI�
XUJHQF\�ZDV� WDNLQJ� KROG� ŋ�SHUKDSV� DV� DQ� DQWLGRWH� IRU�
his melancholy.

$SSURSULDWHO\��WKLV�SLHFH�EHJLQV�LQ�WKH�ZLVWIXO�FDGHQFH�
of a hymn but transitions to the more deliberate and 
hopeful pace of a slip jig — a musical biography, of sorts, 
for the painting. 

14.  When We Were Kings �:DOW]�0DUFK��

k�0$57<�)$+(<���7+(�'5($0(5��%0,�

0$57<�)$+(<��SLDQR�
.</(�6$11$��HOHFWULF�JXLWDU�	�DFRXVWLF�JXLWDU�
-(11$�02<1,+$1��ƓGGOH�
2:(1�0$56+$//��JXLWDU�
6($086�(*$1��ŴXWH��

“The land has an important place in an Irishman’s 
KHDUW�� ,W� WXJV�DW�KLP�DQG�PDNHV�KLP�IHHO�JXLOW\� LI�KH�
OHDYHV� LW�� 7KH� OLWHUDWXUH�� WKH� ODQJXDJH� LV� IXOO� RI� WKH�
land. …. It is not surprising that the land remains 
the dominant motif in Irish art both directly as a 
ODQGVFDSH� VXEMHFW�RU�� LQGLUHFWO\� DV� LW� LQŴXHQFHV� WKH�
artists’ use of light, colour, atmosphere and shape. 
(YHQ�LQ�WKH�PRUH�DEVWUDFW�ZRUNV�WKHUH�VWLOO�UHPDLQV�D�
VWURQJ�VHQVH�RI�SODFHř�Ő

“…..The importance of landscape is probably the 
single most important element that distinguishes 
,ULVK�DUW�IURP�WKH�LQWHUQDWLRQDO�PDLQVWUHDP�Ő

—  Frances Ruane, ,ULVK�3DLQWLQJ�DQG�6FXOSWXUH� 
RI�WKH�6HYHQWLHV, 1980



2QH�RI�WKH�HQGXULQJ�WKHPHV�LQ�,ULVK�DUW�UHYROYHV�DURXQG�
the subject of land, i.e., its beauty, its ability to sustain 
WKH�SHRSOH�OLYLQJ�RQ�LW��LWV�FRQWHVWHG�RZQHUVKLS�RYHU�WKH�
FHQWXULHV�DQG�WKH�HSLF�EDWWOHV�IRXJKW�RYHU�LW��HWF��,Q�WKH�
case of King O’Toole��WKH�ŐEHKLQG�WKH�VFHQHVŐ�QDUUDWLYH�
LQYROYHV� WKH� :LFNORZ� VKHSKHUG� -RH� 2ō7RROH�� WKH� ORVV�
of his ancestral lands and his seasonal response to that 
ancient but enduring injustice. 

$V�D�IUHTXHQW�YLVLWRU�WR�6H£Q�.HDWLQJōV�VWXGLR�RXWVLGH�RI�
(QQLVNHUU\�DQG��ZKHQ�HQ�URXWH�WR�WKH�ORFDO�0DUNHW�'D\�
ZKHUH�KH�VROG�KLV�VKHHS��2ō7RROH�UHFRXQWHG�WKH�VWRULHV�
to Keating of the tribulations of the once noble and 
ORFDO� FKLHIWDLQV�� &ODQ� 2ō7RROH�� $OOHJHGO\�� DIWHU� VHOOLQJ�
his sheep and then celebrating his good fortune — or 
ODPHQWLQJ�KLV�EDG�OXFN�ŋ�2ō7RROH�ZRXOG�WKHQ�IRUWLI\�KLV�
courage at the local pub. 

$IWHU� OHDYLQJ� WKH� SXE�� 2ō7RROH� ZRXOG� WKHQ� PDNH� DQ�
XQDQQRXQFHG� YLVLW� WR� VHH�RZQHUV� RI� 3RZHUVFRXUW�+RXVH�
— whose ancestors were responsible for the dispossession 
RI� WKH� 2ō7RROHōV� ODQGV — for the purposes of angrily 
UHFRXQWLQJ�WKH�GHWDLOV�RI�WKLV�KLVWRULF�LQMXVWLFH��$V�/RUG�
3RZHUVFRXUW� ZDV� DOVR� WKH� ORFDO� PDJLVWUDWH�� 2ō7RROHōV�
YLVLWV� DOZD\V� HQGHG� LQ� WKH� VDPH� IDVKLRQ�� -RH� ZDV�
LQFDUFHUDWHG� IRU� D� FRXSOH�RI�GD\V�� ƓQHG�DQG� WKHQ� VHQW�
EDFN� WR� WKH�KLOOV� ŋ�XQWLO� WKH�QH[W�0DUNHW�'D\�ZKHQ� WKH�
performances were repeated.

The tune which begins as a slow Waltz is meant to capture 
2ō7RROHōV�PHODQFKROLF�JD]H�DV�KH�UHFDOOV�KLV�IDPLO\ōV�VDG�
VDJD��7KH�PHORG\�WKHQ�WDNHV�RQ�WKH�FDGHQFH�RI�D�0DUFK�
DV�ŏ.LQJ�2ō7RROHŐ�LV�PRYHG�WR�PDUFK�GRZQ�WKH�DYHQXH�RI�
3RZHUVFRXUW�+RXVH�IRU�KLV�VHDVRQDO�FRQIURQWDWLRQ�ZLWK�
the descendants of those who disinherited him of his 
ELUWKULJKW�� 7KH� FRXUDJH� WR� VSHDN�KLV�PLQG�ŋ�unbowed 
and unconquered in spirit — bestowed on him a type of 
ŏPRUDO�DXWKRULW\Ő�WR�DFW�DV�WKH�WLWXODU�KHDG�RI�WKH�DQFLHQW�
&ODQ�2ō7RROH���(YHU\�.LQJ�GHVHUYHV�KLV�RZQ�0DUFK��

3HUKDSV�WKLV�LV�DOVR�D�ƓWWLQJ�HQG�WR�WKLV�PXVLFDO�
encounter with the exhibit. Thank you for listening.

 .LQJ�2ō7RROH��ZKR�DSSHDUV�WKRXJKWIXO� 
and self-controlled, gazes off to the distant 
OHIW��7KH�VLGHZD\V�JD]H�ZDV�DQ�DUWLVWLF�GHYLFH�
GHYHORSHG�LQ�WKH�ODWH�5HQDLVVDQFH��LW�VLJQLƓHG�
LQWHOOLJHQFH�DQG�HGXFDWLRQ��.HDWLQJ�IDYRUHG� 

this method of illustration to illustrate his 
FRQƓGHQFH�LQ�WKH�FLWL]HQ�KHUR�RI�,UHODQGř��

— '5���,0($5�2ō&21125��ŏ$�5LVLQJ�3HRSOHŐ������

Seán Keating (1889–1977)
King O’Toole������
2LO�RQ�FDQYDV

22



MUSICAL NOTES

Form, structure, rhythm, texture, gesture, repetition, motif, 
mood … this the language of art and architecture, it would 
VHHP�DW�ƓUVW�JODQFH��EXW� LW� LV�DOVR� WKH� ODQJXDJH�RI�PXVLF�
�DQG�GDQFH���0XVLF��HVSHFLDOO\�,ULVK�7UDGLWLRQDO�0XVLF��QRW�
only occupies that space between art and craft, artist and 
artisan, high and low, but also happily and easily subsumes 
WKHVH�IDOVH�G\DGV��ŏ,W�LV�QRW�HLWKHU�RU��EXW�UDWKHU�ERWK�DQG�Ő�
DV�FR�FXUDWRU�RI�WKLV�&'��0DUW\�)DKH\��LV�ZRQW�WR�VD\��+H�LV�
ULJKW��7UDGLWLRQDO�PXVLF�PD\�RQFH�KDYH�EHHQ�XQGHUVWRRG�
DV�FRPLQJ�H[FOXVLYHO\�IURP�Ō7KH�)RON�’�WR�LQYRNH�*RWWIULHG�
+HUGHU��EXW�LW�LV�QRZ�D�JOREDO�DUW�IRUP�DQG�H[SDQVLYH�JHQUH�
that encompasses VHDQ� QµV singing in Connemara to 
WHFKQR�WUDG�LQ�7RN\R�DQG�HYHU\WKLQJ�LQ�EHWZHHQ��

)RU� FHQWXULHV�� ,ULVK� PXVLF� LQGH[HG� ŌWKH� QDWLRQō� LQ� YHU\�
VSHFLƓF� ZD\V�� VRPHWLPHV� JHQHUDWLQJ� VWHUHRW\SHV� WKDW�
FRXOG�EH�SRVLWLYH�RU�QHJDWLYH��%XW�WKH�PHORGLF�FRQWRXUV�
DQG�UK\WKPV��FRQYH\LQJ�MR\�RU�JULHI��UHPDLQHG�VWHDGIDVWO\�
recognisable as somehow indelibly ‘Irish.’� $V� PXVLF�
WUDQVFHQGV�ERUGHUV��PRYLQJ�ZLWK�HDVH�DFURVV�VSDFH�DQG�
time, it does not mean it loses its connection to people, 
SODFH��DQG� WUDGLWLRQ�� ,W� LV� OLYLQJ�DQG�EUHDWKLQJ��FDSDEOH�
of embracing a plurality of ideas and expressions in the 
changing worlds of its practitioners. In the one hundred 
\HDUV�VLQFH�WKH�HVWDEOLVKPHQW�RI� WKH�)UHH�6WDWH��*OREDO�
,UHODQG��,UHODQG�DQG�LWV�'LDVSRUD��KDYH�FKDQJHG�DQG�ZLWK�
LW�WKH�PHDQLQJ�RI�,ULVK�7UDGLWLRQDO�0XVLF�

7R�DQVZHU�WKH�TXHVWLRQ�WKLV�H[KLELWLRQ�DVNV�ŋ�ŏ:KR�'R�:H�
6D\�:H�$UH"Ő — FR�FXUDWRUV�)DKH\�DQG�&DUUROO�KDYH�ZLVHO\�
stayed within their own musical home, exploring through 
WKH�SULVP�RI�WUDGLWLRQDO�PXVLF��7RJHWKHU��WKH\�KDYH�FXUDWHG�
DQ�HQVHPEOH�RI�KLJKO\�VNLOOHG�FRPSRVHUV��DUUDQJHUV�DQG�
performers who draw their inspiration from the materials 

of the exhibition, with stunning new compositions from 
the inimitable Liz Carroll anchoring a project that includes 
four items played at the original 1922 Paris Congress. 
7KH�UHVXOWDQW�FROOHFWLRQ�GRHV�QRW�GLVDSSRLQW��([SDQVLYH��
FLQHPDWLF� WH[WXUHV� XQIXUOLQJ� GUHDPOLNH�� VLW� ZLWK� HDVH�
beside old school, traditional tune settings, within whose 
GHFHSWLYHO\� VLPSOH� VWUXFWXUHV�� D� XQLYHUVH� RI� H[SUHVVLYH�
SRVVLELOLWLHV� OLHV�� /RYLQJO\� ZRUQ�GRZQ� WXQHV� DUH� JLYHQ�
new life in dynamic settings, while newer compositions 
KRQRXU� ROGHU� IRUPV� DQG� VW\OHV�� ŴHFNV� RI� SDVW� JUDFHV�
GDQFLQJ� OLNH� GDSSOHG� VXQOLJKW� RQ� WKHLU� VXUIDFH�� ZKLOH�
FRQQHFWLQJ� WR� WKDW�EHQHDWK� WKH�YLVLEOH��$UUHVWLQJ�YRLFHV�
IURP� SDVW� RUDFOHV� DUH� VDPSOHG� YLVFHUDOO\� HPSODFHG��
OHQGLQJ�WH[WXUH�DQG�ZHLJKW��6XFK�LQWHUWH[WXDO�UHIHUHQFHV�
DUH�DOVR�SUHVHQW� LQ� WKH�YHU\�VW\OHV�RI� WKH�PXVLFLDQV�ZKR�
KDYH�KRQHG� WKHLU� FUDIW� IRU� \HDUV�� 7KHLUV� LV� WKH� ODQJXDJH�
of past and present, consonance and dissonance, 
modal and dronal, and of the embodied ‘nea.’ It is also 
one of experimentation, exploration, and cosmopolitan 
assurance that professional musicians bring.

7KH������&RQJUHVV�RUJDQLVHUV�NQHZ�RI�PXVLFōV�SRZHU�WR�
DSSHDO�WR�WKH�'LDVSRUD�DV�LW�VRXJKW�IRU�UHFRJQLWLRQ�RI�WKH�
QDVFHQW�)UHH�6WDWH� IURP�DFURVV� WKH�JOREH�� ,W� VHHPV�ƓWWLQJ�
that this musical project should be dominated by musicians 
RI�WKH�'LDVSRUD��URRWHG�LQ�&KLFDJR�DQG�WKH�(DVW�&RDVW�RI�
WKH�8QLWHG�6WDWHV��$ORQJ�ZLWK� WKH� ,ULVK�EDVHG�PXVLFLDQV��
WKHVH�H[WUDRUGLQDU\�DUWLVWV�RIIHU�D�ULFK�DQG�WH[WXUHG�ORRN�
DW�LQVSLUDWLRQ�DQG�WKH�FUHDWLYH�SURFHVV��LQYLWLQJ�\RX�RQ�DQ�
aesthetic, cultural, and yes, political journey that I hope 
SURYHV�DV�UHZDUGLQJ�WR�\RX�DV�LW�KDV�WR�PH��

— Dr. Aileen Dillane��8QLYHUVLW\�RI�/LPHULFN



ACKNOWLEDGMENTS

$� 9(5<� 6,1&(5(� 7+$1.6� WR� WKH� IROORZLQJ� SHRSOH�
and organizations who enabled this project to come 
WR� OLIH�� -RKQ�� 3DW�� &DUPHO� DQG� -LP� 2ō%ULHQ� RI� 7KH�
2ō%ULHQ� &ROOHFWLRQ�� IULHQG�� FRPSRVHU� DQG� SURGXFHU�
H[WUDRUGLQDLUH�� /L]� &DUUROO�� 6HDPXV� (JDQ� IRU� KLV� H[WUD�
KHOS� ZLWK� DUUDQJLQJ� DQG� PL[LQJ� ŋ� DERYH� DQG� EH\RQG�
KLV�PXVLFLDQVKLS�ZLWK�WKH�6HDPXV�(JDQ�3URMHFW��6HDPXV�
(JDQ��-HQQD�0R\QLKDQ��2ZHQ�0DUVKDOO�DQG�.\OH�6DQQD���
7KH�*RRGPDQ�7ULR� �0LFN�2ō%ULHQ��$RLIH�1¯�%KULDLQ�DQG�
(PHU� 0D\RFN��� 'DPLHQ� DQG� &ROPDQ� &RQQROO\�� 0£LUL�
Chaimbeul, and Liz Knowles. 

7KDQN� \RX� DOVR� WR� WKH� WHDP� DW� WKH� 7KH� 8QLYHUVLW\� RI�
1RWUH� 'DPH�� DW� WKH� .HRXJK�1DXJKWRQ� ,QVWLWXWH� IRU�
,ULVK�6WXGLHV��3DWULFN�*ULIƓQ��0DU\�+HQGULNVHQ�DQG�%HWK�
%ODQG�IRU�WKHLU�ORJLVWLFDO�DQG�PRUDO�VXSSRUW��DW�WKH�6QLWH�
0XVHXP�RI�$UW��-RVHSK�%HFKHUHU��'DYLG�$FWRQ��%ULGJHW�
+R\W� DQG�� HVSHFLDOO\�� &KHU\O� 6QD\�� IRU� WKH� SDUWQHUVKLS�
DQG� HQFRXUDJHPHQW� RYHU� PDQ\� ORQJ� PRQWKV� RI�
SODQQLQJ�� DQG�� DW� 7ULQLW\� &ROOHJH� 'XEOLQ�� WKDQN� \RX� WR�
%LOO\�6KRUWDOO� DQG�&LDUDQ�2ō1HLOO� IRU� WKH�JHQHVLV�RI� WKLV�
idea and their guidance throughout the project.

$� VSHFLDO� QRWH� RI� DSSUHFLDWLRQ� PXVW� JR� RXW� WR� WKH�
'HSDUWPHQW�RI�)RUHLJQ�$IIDLUV�RI�WKH�,ULVK�*RYHUQPHQW�
�')$�� ZKR� KDYH� EHHQ� ZRQGHUIXO�� SURIHVVLRQDO�
FROOHDJXHV��DQG�VXSSRUWHUV�RI�WKLV�SURMHFW�ŋ�7+$1.�<28� 

WR�� $PEDVVDGRU� 'DQLHO� 0XOKDOO�� .HYLQ� %\UQH�� %ULDQ�
2ō%ULHQ�� (XJHQH� 'RZQHV�� 6DUDK� .HDWLQJ�� 5DJQDU�
$OPTXLVW��1LN�4XDLIH��DQG�6DQGUD�+DPLOWRQ��

$OZD\V� UHDG\� WR� OHQG� D� KDQG�� 2'$� &UHDWLYH� 3DUWQHUV�
ŋ� -XOLH� 'XQORS�� 3DWWL� -RKQVRQ� DQG� 'HUULFN� $OGHUPDQ�
ŋ� ZKR� VKDSHG� WKH� ŏORRN� DQG� IHHOŐ� RI� ERWK� WKH� H[KLELW�
catalog and the liner notes here, and helped too by 
'DZQ�0F+XJK�ZLWK�KHU�WUHPHQGRXV�HGLWLQJ�VNLOOV��
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z Marty Fahey (martinfahey.com)
z Seamus Egan Project (seamuseganproject.com)
z Jenna Moynihan (jennamoynihan.com)
z Owen Marshall (owenmarshallmusic.com)
z Kyle Sanna (kylesanna.com)
z The Goodman Trio (goodmantunestrio.bandcamp.com) 

z Damien Connolly and Colman Connolly 
(damienconnolly.bandcamp.com)

z Liz Knowles (lizknowles.com)
z Linda Aldrich (lindaaldrichpoetry.com)
z Lillie Morris (OLOOLHPRUULVƓQHDUW�FRP)
z Irish Traditional Music Archive (itma.ie)
z ,ULVK�$UW�$PSOLƓHG�(irishstudies.nd.edu/initiatives/

VSHFLDO�SURMHFWV�LULVK�DUW�DPSOLƓHG��

z Keough-Naughton Institute for Irish Studies (irishstudies.nd.edu)
z Snite Museum of Art (sniteartmuseum.nd.edu)
z States of Modernity (dfa.ie/statesofmodernity)
z Seeing Ireland: Art, Culture, and Power in Paris, 1922 (seeingireland.ie)
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