
Dublin City Council Arts Of!ce



Contents

© Artists, Authors and Dublin City Council 2013

ISBN: 978–0–9554281–9–7

All rights reserved. No part of this publication may be reproduced or transmitted in any 
form or by any means – electronic or mechanical – including photocopy, recording or any 
other information storage and retrieval system, without prior written permission from the 
authors, artists, designers and/or publishers.

Publication design by Michael Cannon, Laura Farrell and Liza Kelly as part  
of the MA in Professional Design Practice programme at DIT.

Printed by Masterphoto, Dublin 4 & McGowans Digital Print, Dublin 11.

The LAB is brought to you by Dublin City Council. 
The LAB, Foley Street, Dublin 1, Ireland.  
 www.dublincity.ie  

3

6 Introduction
Ray Yeates

8 !e Food !ing
Some Sketchy Notes: Forms of Attentiveness, 
Disembodied Participation
Paul O’Neill

18 All Fingers and Tongues
Edia Connole & Scott Wilson

24 A Brief, Hesitant   
 Homily on Kindness

Declan Long
30 An Uncertain Community

Break Bread Open
Kathryn Tynan

38 Create & Liverpool   
 Ireland Cultural Corridor

Patrick Fox
42 140 miles: To Liverpool   
 and Back with !anks

A!erword
44 Participant Biographies



Accompanying Images

“…human nature being the way 
it is people being as they are... 
people can’t forget the past.”

5

Soup Over Bethlehem – !e Food !ing 
2012 © Gradcam Food Salon

8% Empathy and 60% Doubt – Jesse Jones 
2012 © Jesse Jones

John Lennon’s Island – Ruth Lyons
2012 © Ruth Lyons

All Fingers and Tongues – MOUTH
2012 © Mia Wilson & Emer Roberts



Ray Yeates
Introduction
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Dublin has been formally twinned with 
Liverpool since 1997, and in connection with 
this special relationship Dublin City Council 
Arts Of!ce was invited by Liverpool Biennial 
2012 to consider representing Dublin during 
the exhibition. Dublin City Council Arts 
Of!ce was pleased to take up this offer and 
produce an event that brought together just 
a "avour of Dublin’s dynamic and diverse 
visual arts practices in collaboration with 
our colleagues in organisations across 
Dublin and Liverpool. This event provided 
a special opportunity to build on existing 
collaborations, highlight work in progress, 
and seed future possibilities for cultural 
exchanges between the two cities. It 
took place in the context of two days of 
intense meetings and gatherings of artists, 
academics, arts organisations, funding 
bodies and policy makers organised by 
Create and The Bluecoat to initiate the 
Liverpool/Ireland Cultural Corridor.

The publication has been designed by three MA 
Professional Design Practice students from DIT Liza 
Kelly, Michael Cannon and Laura Farrell as part of their 
course work and draws on the idea of the unexpected, 
hospitality and the gift. They have also designed a new 
logo based on the shipping route and distance between 
the two cities.

From Dublin City Council’s Arts Of!ce’s perspective, 
the event provided an important opportunity to work 
with our current partners in Liverpool; but also to seed 
possibilities for future collaborations. We were delighted 
to be able to support this event, collaborate with other 
organisations and to introduce Dublin based artists, 
writers, academics and curators to a Liverpool audience, 
while also providing an opportunity for Liverpool to 
extend its familiar welcome to a Dublin audience.

We hope you enjoy this publication which has been 
produced to capture some of the hospitality, surprise and 
sharing of ideas that took place over the course of the 
evening at FACT, Liverpool and look forward to seeing 
new collaborations unfold. 



Paul O’Neill
!e Food !ing
Some Sketchy Notes: Forms of Attentiveness, 
Disembodied Participation1
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What I am going to try and do today is to 
discuss a couple of things that have become 
apparent to me while thinking about The 
Food Thing more generally in relation to 
a certain form of artistic, people-based 
practice that I would call post-participatory. 
I am not going to get into the jargon of that 
now, but there are perhaps two attributes 
of post-participatory practice which are 
particularly relevant to The Food Thing as an 
over-arching project in addition to speci!c 
things that run on from my experience today 
of Break Bread Open which I will focus 
on. The two attributes are what I would 

call ‘attentiveness’ and ‘escape’; and I’m possibly going to move through my 
understanding of these two terms and how they might be applied to The Food 
Thing more generally, but also to the !elds of interaction which occurred here 
today in terms of the event.

The Food Thing, its on-going events, meals, performances and investigations 
into the politics of food and many other recent post-participatory projects are 
characterised by a certain degree of ‘attentiveness’ to the outside world, in 
the sense that this term has been applied by the art historian Alois Riegl to the 
dynamics of sixteenth-century Dutch group portraiture, whereby the individuals 
that make up, say, a painting by Frans Hals would each be as attentive to each 
other as they are to the viewer. Instead of resorting to a unifying narrative within 
the image, the social event, the portrait, picture or painting, the group portrait 
(as Reigl describes) invites the viewer or viewers to complete the scene as part of 
the constellation of viewing inter-relations that are always constantly changing or 
moving across and between each other.

Group portraiture is something else, something 
other than, say, a family portrait or an 
individual portrait and Riegl made a !rm 
distinction between the ideas of the family 
and the group portrait. A family portrait 
is unavoidably hierarchical in structure 
and so it is compositionally akin to an 
individual portrait, but a sixteenth-century 
Dutch group portrait is something else: ‘It is 
neither an expanded version of an individual 
portrait nor, so to speak, a mechanical 
collection of individual portraits in one 
picture or representational image: rather it 
is a representation of a free association of 
autonomous, independent individuals.’ 2 



The necessity of attentiveness actually 
inhibits other means of uni!cation, ruling out 
the immersion of !gures, that is, individual 
!gures within a painting, image or social 
event. Those being portrayed, who are part 
of the portrait, are also actors in the group 
portrait and they are being restricted to a 
common action or emotion. So in a sense 
there are two different forms of coherence 
within this attentiveness. Firstly there is the 
‘internal’ coherence which involves the 
interrelatedness of elements, !gures, players, 
actions within the picture, game or portrait, 
of us here now today for the past couple 
of hours. But there is also this ‘external’ 
coherence which includes and depends 
upon the outside spectator to complete the 
scene. Reigl, for example, showed how it is 
possible to compensate for the diminished 
internal coherence in Dutch portraiture of the 
sixteenth century which needed to preserve 
the quality of portraitlikeness by augmenting 
the external coherence, that is, making a 
painting cohere by explicitly including the 
viewer or the spectator who is outside the 
portrait – which is partly achieved by the 

outward gaze of the depicted !gures in the painting of someone, say, like Frans 
Hals. So attentiveness is achieved by attending equally between compositional 
arrangement and psychological exchanges or through narrative devices that also 
contribute to a group portrait’s coherence.

When applied to The Food Thing more generally or to events like these as 
a group work or as a contemporary group portrait, there is evidence of what 
Riegl identi!es as an equal or simultaneous ‘attention’ being given to both the 
world and to one another as we occupy this world, in which a cohesive inter-
relationship is achieved between those within the group (those being portrayed) 
and the world outside the group (those who are also being portrayed) in equal 
measure. There is a relative reciprocity through these inter-relationships that is 
both external and internal to the group of players, sitters, eaters, cooks, actors, 
actions, spectators, and so on and so forth. Resonating with its sixteenth century 
precursor, ‘attentiveness’ is often demonstrated through an ‘ability to strike a 
balance between the individual identity and the group identity’. This could be 
applied to the process through which a multiplicity of identities shift around and 
how the work-as-multiple image presents a type of socialised group portrait as 
an expression of some kind of image of kinship, or perhaps not, of hospitality, 
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or perhaps not, of fair-play, or perhaps not, 
as much as it accounts for a kind of semi-
autonomous artwork, providing a space of 
contact through which many interactions 
taking place in the processes of production, 
all of which contribute to the dispersed 
form of the resultant work through different 
modes of engagement. 3 Frames of social 
interaction are being put in place to enable 
the discursive and material production of art 
where participants are regarded as casual 
meta-actors, with their actions being part 
of a cumulative process of engagement 
which bears both imaginative and tangible 
potential – in other words, potentiveness. 
 
Participatory Escape
Participation within the project is considered 
not only as a form of co-production but also 
as an end product in itself, which provides 
art with its necessary durational, discursive 
and public dimension. Instead of a two-
way directional dialogical process, there 
is a continually shifting constellation of 
relationships. It is never completely clear who 
is the initiator or which levels of participation 
are being enacted, but there are !elds 
of interaction that make it possible for 
something to emerge that was not foreseen. 

Participation is thus conceived as more than a one-off, 
closed, relational or social interaction with art. Instead, 
there is a temporal process of cohabitation between both 
invited and casual participants, regardless of their roles, 
in which cohabitational time contributes to something that 
is immeasurable, unquanti!able and unknowable from the 
outset. In this way, participation can only be experienced 
durationally, as a lived difference in public time.

Then, we move on to escape which also, I think, related 
quite cohesively to the idea of potentiveness. It is the 
very idea of escape, the word itself, that releases us from 
something. Language is complicit with our need to be 
able to imagine ourselves elsewhere. 5 Linked to a sense 
of failure and disappointment with the world, the concept 
of escape is linked to an act of release, of liberation from 
something, somewhere or someone, accompanied by 
a wish to be transformed in some way. It is a word that 
makes us grateful. It makes it possible for us to imagine  
an alternative. 



The act or art of escape entails a productive practice of illusory 
disappearance and the possibility of a displacement of the self, 
but that’s only the possibility of the displacement of the self. The 
phenomena of escape is bound up in our earliest experiences of 
play, underpinning many of our childhood games, from hide-and-
seek to blind man’s bluff, kiss-and-chase 
to pass-the-parcel. In each scenario there 
is an innate tension between the desire to 
be caught and to get away. There is an 
inherent psychological paradox as much as a 
regulatory modality of escape. The skill when 
hiding is to make it interesting enough to be 
found rather than to try to avoid being found 
altogether. The game fails if the seeker gives 
up or the hider disappears. There is this kind 
of transgressiveness of the psychic economy 
in the game where everyone is reassuringly 
found out in the end. In a successful game of 
hide-and-seek, for example, everyone is found 
and no-one, in fact, escapes 6 and it was interesting today to observe 
all the various ways in which play or games were introduced as forms 
of post-participatory practice.

Play is always reliant upon us not being too elusive – not being too 
good, not being too bad. Play should retain an amateurish dimension. 
We must never extract ourselves completely from the game or we 
will be lost forever. There is a psychology of tentative escapology 
whereby the practice of avoidance is the condition of preparation, 
a waiting to be eventually revealed. Elusion, elusiveness and artful 
dodgery go hand-in-hand with an inevitable failure to stay hidden or 
out of the game.

In artistic terms, this concept of escape is best embodied in the 
ready-made, which – from Duchamp to Koons – has brought about the 

object’s extraction from the world, its temporary removal and its re-
conceptualisation, leading to an adjustment of its value in the world 
in the same language in which the buffet is extracted and brought 
into some other context or !eld of interaction to become something 
else in post-participatory art practice. The role of the ready-made 
as language is adopted from already existing things in the world 
and proffers an update on the !gure of the artist-as-escapologist 
that is more Houdini than Bas Jan Ader. Simultaneously, the  artist- 
or producer-as-escapologist engages in acts of removal and 
renewal in which there is a constant slippage between concealing, 
resurrecting and being uncovered; that is, in both the sense of the 
self and the other performing these kind of multiple selves in which 
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we engaged with today. Seemingly ordinary, mundane things get away from being themselves without 
ever really losing sight of what they once were, so cups and eaters and sitters become spectators, 
spectators become actors, performers become image and form, and the gallery or the cinema of the 
theatre become places to eat as much as the banquet becomes a gallery or an exhibition space, or 
at least a display space. A meal becomes a place of display whilst it is being recoded as a series of 
images dislocated from the time and place of play and integrated with other times and spaces of play 
– the temporal dimension of play-time collapses into a multiplicity of time-images of moments, of body 
parts, or abstractions of spaces, or bodies and of game-meal-times into a proprioceptive experience. 
Like the tennis player whose racquet becomes part of their body (proprioceptive coherence) – the 
images and the games become extension of each other as much as they collapse into one another.
Escapology provides a sense of melancholic transportation. The work, as such, engages in a double 
game, a shifting to-and-fro of associations. The fear of a world being lost forever is paralleled with 

an equally persuasive desire to be rediscovered, differently. The Food Thing in particular as a collation 
of these types of moments is not a meal, in the same way that today was not a meal but many meals, 
without really being a meal at all. Things, player-actors, cooks, chefs, tables, lay-outs, chairs, sofas, 
walls, "oors, curtains, actions, modes of viewership are revealed as both themselves, as they always 
were, but also as something more than they once were. The locus of the work therefore hides in many 
places, things, people, actions, and times at once, almost getting lost but always wanting to be found. 
In a box of tricks invested in an exchange economy of signs, objects and bodies in action or in relation 
to one another are at once strange and familiar. Employing certain tactics such as removal, revelation, 
displacement or dismantling, there is a re-con!guration where elements are employed or changed 
in some way in order to make a new thought. There is a re-imagining things and actions as they are, 
differently, so that the resultant work provides an uncanny sense both of its own belonging within, but 
also its separateness from, the world from which it derives and the para-world which it has invented is 
neither a gallery nor a banquet nor a buffet nor a performance nor an exhibition nor even a site.  



Instead the gallery, theatre, cinema has a cameo role in a game of play where the game 
becomes a kind of gallery of activities, actions, social interrelations and multiple modes of 
spectatorship, but also of consumption.

As a latter-day incarnation of the ready-made, for example, there is a withdrawal of 
the notion of artistic value as a stable form of individual expression embodied in material 
practice, with the resultant work manifesting itself as a rejection of the mimetic capacity of the 
artist as producer to re"ect social lives through their own hand. Based on an understanding 
of, say, post-autonomous production as the foundation of art after Duchamp, there is a 
process of production in which the delegation of non-artistic labour to others is aligned with 
the artist’s intent, For example, players or actors or semi-professionals become actors or 
agencies on behalf of the artist-producer and vice-versa; the artist-producer becomes a cook, 
becomes a chef, becomes a sitter, someone who views, who eats, and the artwork becomes 
a site of potential escape for all concerned.

It is perhaps representative of a collapse of the division ‘between intellectual labour and 
manual labour as the basis for the future dissolution of art into social praxis’ that began with 
the early avant-garde. 7 Productive labour and immaterial labour dissolve into co-productive 

practice so that art can extend itself beyond some kind of alienated aestheticism. Here, the notion of escape is 
opened up at the point of artistic production with the ‘dispersal of the artist’s hand into forms of heteronymous 
labour’ enabling a dissolution as much as a displacement of the artist from the centre of their authorship. 8 As 
Roberts suggests, this ‘radical disjunction [is] at the heart of modern practice after the ready-made, and as 
such, is what distinguishes the modern from the pre-modern: the fact that, at the moment of dissolution of its 
traditional forms, art invites both productive and non-productive labour into its realm as a means of re"ecting 
on the conditions of both art and labour under capitalist relations’. 9 So the assimilation of the worker or the 
performer or the cook into the artist and the artist into the performer, into the worker, into the cook and vice-
versa and all those various movements that happen or have happened, there is a kind of play or at least an 

We can therefore escape, as I have said, in an act of release or liberation from 
something, somewhere, or someone, from this place and this time for a moment 
which will always be accompanied by some kind of wish to be transformed, but 
we cannot escape from ourselves. We can become abstracted, we can get out 
of it, off our heads if we like, we can get full up, we can get out of the game (for 
example in the buffet) and act in a way that is different to how we would perhaps 
normally be perceived to behave, but we cannot get not out of our own heads 
or even out of ourselves. Escape is always a space of returning, coming back, 
coming down, no matter how immersive the experience, no matter how high, 
how removed we once were in terms of the here and now, the act of escape will 
always bring us back to a pre-immersive space, back to where we were, only 
with the sound of a din ringing in our ears.

attempt at a transformation of the alienated 
character of both. There is a two-way escape 
from pre-determined identities. Although there 
is a seeming rejection of authorship in the 
traditional sense there is rather, I would say, 
a diffusion rather than a refusal of authorship. 
Something is being made, something is being 
done, something is happening that we can 
take part in through instruction, construction, 
invention, rule setting and breaking, alteration, 
and perhaps even deception, for although 
there are multiple actors and agencies at 
work in the buffet or the banquet or The Food 
Thing that make up the work, social relations 
become dissolved into a form of disembodied 
practice and also perhaps as a form of 
discourse fetishisation.

1 This lecture is presented in the form of notes made in preparation for a subsequent text commissioned by the Scottish Sculpture Workshop as 
part of a residency in summer 2012 for the SSW-curated project Slow Prototypes.

2 Alois Reigl, cited in Iverson, Margaret, Alois Reigl: Art History and Theory, (Cambridge: MIT Press, 1993) p.100.
3 See Van Heeswijk, Jeanne, ‘Fleeting Images of Community’ in Exploding Aesthetics, Lier en Boog, Series of Philosophy of Art and 

Art Theory, Vol.16, Balkema, Annette W. and Slager, Henk (Eds.) (Amsterdam and Atlanta: Rodopi, 2001) p.178.
4 For example, see Bishop, 2006.
5 Phillips, Adam, Houdini’s Box: On the Arts of Escape, (London: Faber & Faber, 2001) p.157.
6 See Hutchinson, Mark, ‘An Art of Escape’, accessed at http://www.markhutchinson.org/writing/writing%20art%20of%20escape.html and 

Phillips, Adam, Houdini’s Box: On the Arts of Escape, idem.
7 Roberts, John, The Intangibilities of Form, (Verso: London and New York, 2007) pp.2–3.
8 Ibid.
9 Ibid. 15
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Edia Connole 
& Scott Wilson
All Fingers and Tongues

Derrida’s prolonged meditation on hospitality 
in Acts of Religion, which begins with 
the question of ‘What awaits us at the 
beginning, at the turn, of this year?’, is 
haunted – as only the question of hospitality 
can be: the hôte as ghost (spirit or revenant, 
holy spirit, holy ghost or revenant) – by 
death, ‘the absolutely unforeseeable 
(inanticipable) stranger,’ the unexpected 
guest. 1 It is to death, as Derrida suggests, 
that hospitality destines itself, death, the 
!gure of visitation without invitation, ‘or of 
haunting well, or illcome, coming for good  
or ill.’ 2 For it is in death that the test and 
ordeal of hospitality is given as one of 
forgiveness, ‘of opening for and smiling to 
the other, whatever his fault or indignity, 
whatever the offense or threat’ and of 
substitution (with the invitation/visitation 
extended), the substitution of him who owes 
nothing for him who owes everything. 3

For the Derridean theorist Charlie Gere, the entire history of the avant-garde 
is a history of hospitality granted, refused, and delayed. 4 In his latest book, 
Community without Community in Digital Culture, 5 art is re-af!rmed as the locus 
of the sacred after the death of God; a notion of the sacred that is essentially 
Christian, but that follows a deconstructive and paradoxical logic that pursues 
sacred hospitality to the point of impossibility. Following Derrida, Gere’s 
characteristic technique in these texts is to push his logic to a point where in 
order to be true to the imperative of hospitality one must be hospitable not just to 
the unexpected guest, but to absolutely everyone, that is to say not just to one’s 
‘universal brother’, but potentially all of creation. As Derrida claims in The Gift of 
Death, it is not enough to feed and care for one’s cat, one must recognise that this 
care comes at the expense of all the other cats in the world. 6 At the same time, 
even as he condemns animal lovers to this in!nite horizon of superegoic guilt, 
Derrida poses the nonsubstitutable limit of the self. 7

Self-awareness is by de!nition not available to anyone outside the self 
concerned, and awareness generally is dependent upon organs of perception that 
are possessed by every organism in minimal form, animal and vegetable. If we 
are, like Gere, to follow Derrida in this deconstructive drive to the limit, the limit to 
awareness and therefore self awareness is absolutely unde!nable.  
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Therefore there can be no possible ethics of hospitality with regard to eating, animal or 
vegetable, raw or cooked. There can be an economy and there can be a politics of eating 
(although this would require a different thinking of politics and economy) but these have to 
be predicated upon an af!rmation of a heightened self-consciousness that recognises the 
inevitability and ubiquity of awareness in the sacri!ce and mourning of life; which is to say, 
once again, that the destiny of hospitality is death and its awareness, that should not be 
effaced but exacerbated in the sensuality of life and death, festivity and mourning.

The digital banquet offered by MOUTH to Charlie Gere is therefore one that seeks to 
heighten the awareness of life and its perception of animal and vegetable tactility, in a 
festival of !ngers and tongues. Eating !ngers and tongues, precisely as organs of sensory 
perception, reminds the eater of the perceptual sensorium of the eaten, reminds the eater 
of its equivalence in this regard with the eaten. When a tongue tastes a tongue does 
the psyche respond in horror or delight at the spectacle of its own organ’s sacri!ce and 
delectation in the form of another? With this question we seek to contextualize a discussion 
between Charlie Gere and Scott Wilson on contingency and contact, hospitality, art and 
the sacred, the exigencies of communities off and online, particularly with regard to the 
signi!cance of touching and taste in an age of digital consumption.
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1 Derrida, Jacques, Acts of Religion, (London and New York: Routledge, 2002) pp.358–361.
2 Ibid., p.360.
3 Ibid., pp.375–376.
4 Gere, Charlie and Corris, Michael, Non-Relational Aesthetics, (London: Artwords Press, 2009).
5 Gere, Charlie, Community Without Community in Digital Culture, (Hampshire and New York: Palgrave 

and MacMillan, 2012).
6 Derrida, Jacques, The Gift of Death, (London and Chicago: The University of Chicago Press, 1996) p.71.
7 Derrida, Jacques, Acts of Religion, (London and New York: Routledge, 2002) pp.419–421.
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Declan Long
A Brief, Hesitant Homily on Kindness

These combined suggestions of unacknowledged evidence of (and instincts towards) ‘the 
kind life’, and of the importance of sympathetically acknowledging ‘vulnerability’, may 
be particularly apt as means of beginning to contemplate the conceptual applicability 
of kindness to art. At Break Bread Open there have been, for instance, purposefully 
vulnerable performances and screenings arising from the art practices of Jesse Jones and 
Ruth Lyons. ‘Art’ as we understand it here is a very open !eld, hospitable to much that is 
traditionally beyond its long-established boundaries.  

These few, informal comments — which 
are largely based on borrowed ideas, and 
which therefore depend on the generous 
productivity of others — aim to introduce 
a speci!c linguistic guest into the discourse 
of hospitality that has shaped the direction 
and determined the atmosphere of the 2012 
Liverpool Biennial. More than that perhaps, 
my choice of subject is also borne out of 
a need to make clear my gratitude for the 
welcome given at Break Bread Open — 
this wonderful occasion at which we have 
become a temporary congregation. For what 
I wish to highlight is the usefulness, even the 
necessity, to this guiding term ‘hospitality’ of 
the concept, act and effect of kindness. In 
choosing this focus, however, I might offer an 
immediate, if perhaps unnecessary, reminder 
of the daunting challenge of kindness, of the 
dif!culty and even danger to be associated 
with foregrounding what some perceive to 
be a freakishly abnormal tendency of human 
behaviour. If most in"uential modern thinkers 
are to be trusted, kindness is to be viewed 

as the exception to the social rule, an aberration from our more 
fundamental inclinations. For others, nevertheless, an adjustment to 
this dominant discourse is now overdue. Kindness, some argue, is 
more customary, more stubbornly common, than we often believe. 
But it is also more complicated, more disconcerting with regard 

to how we decide to dispose ourselves to the world and to how 
we de!ne our most important — which may include our most 
seemingly unimportant — relationships within this world.

‘The kind life’, Adam Phillips has written, is that which is ‘lived 
in sympathetic identi!cation with the vulnerabilities and attractions 
of others.’ Against the odds, and perhaps against what has 
seemed to settle in our era as the ‘common sense’ of human 
self-interest, such a life, Phillips proposes, ‘is the life we are more 
inclined to live, and indeed is the one we are often living without 
letting ourselves know that this is what we are doing.’ Though 
modern society is said to be determined by primary impulses of 
antagonism and accumulation, kindness may exist as our most vital 
surreptitious aspiration and undercover social code: ‘people are 
leading secretly kind lives all the time,’ Phillips says, ‘but without a 
language to express this, or cultural support for it.’
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“I hope 
some day 

you’ll join us 
and the world 

will be as one”
Lyrics from the song ‘Imagine’ by John Lennon 

Performed by Ruth Lyons for Break Bread Open

As such, the art context of Break Bread Open has also allowed for the staging of 
an unorthodox feast, conceived and co-ordinated by The Food Thing — and this 
too has had the capacity to introduce an unusual form of nervousness, just as it 
has stimulated ambivalent ‘attraction’. (I am reminded 
of terms used by Liam Gillick to describe a 1996 
work by Rirkrit Tirivanija at Le Consortium, Dijon: this 
project, that involved both ‘generous play’ and ‘the 
discomfort… of having to look each other in the eye’, 
functioned as a ‘social cultural interchange that offered 
new models for passing the time and asked new 
questions about facile separations between art and 
everything else.’)

For we the ‘audience’, there have been periods this 
evening of both detached viewing and more active 
involvement — in keeping with dual tendencies of 
today’s art towards both focused contemplation and 
‘activated’ participation. There has been, for those 
in attendance, no one single mode of engaging, no 
simple settling into a neutral role. And so — who 
knows? — some of us may not always have been 
‘sure’ of ourselves. We have watched, listened, 
responded, talked among ourselves, queued in 
anticipation of tasting from this extraordinary, palette-
challenging buffet (based, alarmingly, on the delicate 
tactile and oral themes of ‘!ngers and tongues’) and 
we have, subsequently, eaten together, in a mixed mood of apprehension and 
delight. In each part of this evening’s programme, then, varying intensities of 
vulnerability have emerged as signi!cant experiential or formal factors. We could 
see this in the nervous efforts of Jesse Jones’ invited performers to participate 
with suf!cient dedication and credibility — to communicate adequately, to 
respond effectively to others. Or, again, such important uncertainty was evident 
in the purposeful, easy-going amateurishness of documentary !lm styles featured 
tonight — notably in the very informal Jeanette Doyle/GRADCAM !lm about 
another simultaneously convivial and tense occasion of ‘breaking bread’, from 
another ‘hospitable’ setting — a work addressing another set of anxious issues 
of ‘communion’ and belonging. (Here the formal ‘vulnerability’ of the !lmic 
method — or the intended lack of method — calls to mind Nicholas Bourriaud’s 

appreciation for the way in which a video artist today might self-
consciously shape their practice according to an ‘amateur’ logic — 
‘privileging raw documents and shaky images and restricting itself to 
the most rudimentary editing’). Prioritising vulnerability, we could also 
perhaps praise the self-conscious lack of polish in the delivery of the 
short lecture and impromptu song offered by Ruth Lyons. For all her 
many gifts, we might conjecture that Ruth is not a classically trained 
vocalist. For this we can, I think, be thankful. There is generosity and 
an achieved intimacy in the evident openness to imperfection of such 
unstudied, understated ‘performance’. And once again, I should stress 
the high anxiety of The Food Thing’s hospitality: here the encounter 
with out-of-the-ordinary cuisine is one that urges us to contemplate 
our corporeality — and that of other ‘beasts’ — on unfamiliar terms.
It is a generous offer that might make us uneasy. In each case we who 
are watching, speaking, or eating are open to the world in vulnerable 
ways. And we are accepted, welcomed, on this vulnerable basis.

But there is, crucially, a substantial degree of risk in making 
ourselves vulnerable in these and other ways, in proposing such 
intentional amenability to new situations of sympathetic identi!cation 
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— just as hospitality is more generally risky, potentially leaving ourselves open to the unintended, 
to the troubling surprise of the unexpected guest. For Adam Phillips, ‘kindness is always hazardous 
because it is based on a susceptibility to others, a capacity to identify with their pleasures and 
sufferings.’ ‘Open-heartedness’ — a term undoubtedly relevant to the unorthodox hospitability to 
daringly manifold forms of organic sustenance that sustains the innovative culinary efforts of The 
Food Thing — is as dif!cult as it is crucial to the forming of meaningful bonds. This is a matter, 
Phillips says, of seeking a ‘sympathetic expansiveness that links self to other.’ Open-heartedness, it is 
clear, implies both pleasure and anxiety: 

The pleasure of kindness is that it connects us with others; but the terror of kindness is that it makes 
us too immediately aware of our own and other people’s vulnerabilities. And vulnerability — and 
particularly the vulnerability we call ‘desire’ — is our shared biological inheritance. Kindness in 
other words opens us up to the world (and worlds) of other people in ways that we both long for 
and dread.

Something that we ‘both long for and dread’: this can be the blessing and curse of anticipated 
hospitality. A headline from that most august of American intellectual journals, The Onion, comes 
to mind: Skipping Out On Friend’s Birthday Party At Last Minute Closest Woman Will Ever Come 
To Feeling Rush Of Heroin. Here — hilariously, I think — is the special ecstasy of escape from 
hospitality, the exhilarating relief of retreat from social responsibility (The spoof story spells it 
out: ‘“Holy shit, that was intense,” said the 28-year-old receptionist, collapsing on her couch as 
adrenaline and endorphins coursed through her system from the sudden release from responsibility’). 

Undoubtedly what is feared in such a scenario — one that is surely familiar to us all — is indeed the deadening 
burden of the familiar.

What might be pressed for, then, in the promotion of kindness as a principle relevant to art, is the urgency 
of the unfamiliar, an impetus towards the unknown. As Adam Phillips writes, ‘real kindness is an exchange with 
essentially unpredictable consequences.’ It is a proposition based on the possibility of discovery, something that 
‘self-interest forecloses’. Kindness is ‘a way of knowing people beyond our understanding of them.’ Italo Calvino 
has said that of literature that it must ‘struggle [to] stretch out from the utmost limits of what can be said; what 
stirs literature is the call and attraction of what is not in the dictionary.’ Similarly I’d like to think of art as having, 
like kindness, something of this world-opening capacity, this unpredictable power. And I’d like to believe that 
art might feature prominently within a version of the ‘kind life’ — as, maybe, a realm of unorthodox exchange 
and testing proximity, of struggle and renewal, of simultaneous intimacy and escape. The art ‘encounter’, as we 
have seen it imagined tonight, can draw us into a sphere of valuable vulnerability and ambiguous attraction — 
proposing situations of necessarily hazardous open-heartedness.



John Lennon’s Island – Ruth Lyons



Kathryn Tynan
An Uncertain Community
Break Bread Open
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I had expected to travel alone from Dublin to 
my hotel in Liverpool the day before Break 
Bread Open would be held at Liverpool’s 
media art centre, FACT. By the time I had 
landed in John Lennon Airport I was in the 
company of a small number of people who 
in various ways were associated with the 
Dublin art community. Throughout my three 
days in Liverpool, this company continued to 
grow in size, with faces I recognised, some 
expected and some unexpected emerging 
from every corner of the city that I visited. 
This experience would not be unusual for 
a biennial. What I did !nd unusual was 
the peculiar way in which this scattering of 
people, who each had their own particular 
reasons for attending, formed a community 
which was at once familiar and unfamiliar  
on the evening of the event. 

A feeling that I sometimes come across among my peers who attend exhibition 
openings and art based events in Dublin is that they have been left out of something. 
I have felt this way myself from time to time. But what exactly it is that we have been 
excluded from and by whom, it is dif!cult to say. On said occasions there is often an 
air of anxiety among those present. People chose to attend out of genuine interest in 
the event at hand and so surely, should feel a certain af!nity with others who are there 
for similar reasons. There should be trust and unselfconscious participation. And while 
this is the case to a certain degree, in some cases I !nd the opposite to be true. Artist 
talks or discourse-based events foster strong possibilities for new ideas and quiet voices 
to be heard. They act as inventive and potentially inspiring opening lines in what could 
and often does become a conversation that far outlives the time and place where they 
are initiated.  



if the company is gathered for a panel 
discussion or a speaker, a lot of what takes 
place can be missed by audience members 
who are too busy formulating questions 
to be performed at the end rather than 
listening. Or others who are truly engaged 
fail to take their opportunity to participate 
and the moment simply passes them by due 
to their own lack of conviction. This said, it 
seems to be an easily and mutually reached 
conclusion that these events are indeed 
worthwhile. If there are complaints made 
they are seldom accompanied by resolutions 
not to return. So there must be a sense that 
these endeavours bring together some kind 
of a community and that this community 
might be able to do some good.

But there are times when I see disheartening 
patterns emerging. The social aspect of these 
events can be rife with insecurity. This is not 
to say that there is any intentional hostility, 
it is just that the social boundaries are 
somewhat vague and inde!nite. For instance, 

33

Perhaps the uncertainty that resonates throughout these events leaves 
us open to possibility in a way that certainty and security does not. 
The evening of Break Bread Open harboured the aforementioned 
insecurities, but it did so in such a way as to bring them to the surface 
in a clear and intentional way. The evening began with and was 
punctuated by a meal. Although we were surrounded by the comforts 
of soft couches and dim lighting in the venue, which is usually used as 
a cinema, the mood was far from relaxed.  



Many of the audience members were also participants in the event, with an 
array of roles including but not exclusive to artists, philosophers, chefs, servers, 
facilitators, organisers, performers, photographers, !lmmakers and speakers, 
many of them acting as two or three of these all at once. Although there were 
plenty of native Liverpudlians in attendance who did not have direct involvement 
in the organisation of the event, these too became participants in these small acts 
of shape shifting, as they found themselves engaging in a meal, an academic 
discussion and performative art occurrences as well as their roles as audience 
members. As all of these small metamorphoses took place, we were also being 
challenged by the unfamiliar aesthetics and ingredients of the meal being served 
up by the MOUTH team, while deciding where to eat, who to sit with while eating 
and what we were willing to eat. Rather than settling into more comfortable 
roles as the evening progressed, still more challenges were offered to all present 
in what took place in the staging area. Founders of MOUTH and leaders of 
the team that provided the remarkable meal, Edia Connole and Scott Wilson 
introduced their team and spoke about hospitality. Charlie Gere gave an account 
of the term ‘non-relational aesthetics’ that he coined in 2009 in his publication 
with Michael Corris. Ruth Lyons presented the story of an Island. Audience 
members took part in a script reading which ventilated performatively the 
research for Jesse Jones’ upcoming project in Seoul, The Other North. The Food 
Thing screened a !lm of a script being read over a meal. Paul O’Neill presented 
a paper that discussed post relational practices. Declan Long spoke about 
vulnerability and kindness, re"ecting on the evening and the biennial’s theme of 
hospitality. Each of these relatively minor events that formed the event as a whole 
served different functions which resulted in an overall atmosphere of what I would 
describe as one of openness and honesty. 

Art related events in Dublin, just like the one 
that took place that evening in Liverpool are 
dif!cult to de!ne. Members of what could be 
referred to as a Dublin art community are as 
often as not, not originally from Dublin. They 
might !nd that the term ‘art’ is too vague to 
meaningfully apply to what they do and also 
might not consider themselves part of any 
such community. And yet, however dif!cult 

to de!ne, such a community does exist, and rarely in such a tangible 
way as on this evening in Liverpool. This, in my view is because it 
is an unstable, insecure, dispersed community, which, in a tenuous 
and yet quite a real way re"ects the nature of art. It is ever shifting, 
expanding and recoiling from de!nition. It is subject to much criticism, 
from nowhere more than within its own circles. And yet, rather than 
all of these weaknesses leading to its impoverishment, it is these very 
weaknesses that allow it its vast, colourful and hopeful potential. 
Potential for what, I can’t claim to know.
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“…human nature being the way 
it is people being as they are... 
people can’t forget the past.”

8% Empathy and 60% Doubt – Jesse Jones 



Patrick Fox
Create & Liverpool Ireland Cultural Corridor

Mutual advice over coffee about the 
new territories we were entering quickly 
highlighted an astonishing lack of real 
connectivity between Liverpool and Ireland 
in terms of the Arts and Cultural sectors – 
why did somewhere so close, feel so new!

The layers of connection between Ireland 
and Liverpool are of course extensive. 
Liverpool lies 279km to the East of Dublin; 
a similar distance exists between Dublin & 
Cork (Ireland’s second city) and Liverpool 
& London (England’s capital). The transport 
links between Liverpool and Ireland are 
accessible and affordable. The historic 
connections are self-explanatory. Both 
Ireland and Liverpool boast an international 
appeal and strong cultural economies 
and identities, yet real exchange and 
collaboration within the arts and cultural 
sector seemed limited to a handful of key 
individuals and organisations.

The idea for Liverpool Ireland Cultural 
Corridor (LICC) sprang, as so much of the 
connectivity between Ireland and Liverpool 
has done before, from travel across the Irish 
Sea. In this case, the journey in question 
was made at the start of 2012 by Mary 
Cloake, former Director of the Arts Council, 
relocating from Dublin to Liverpool on her 
appointment as CEO of the Bluecoat, and my 
return to Dublin, after ten years in Liverpool 
to take up post as Executive Director of 
Create, the national development agency for 
collaborative arts.
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Further inspired by various conversations with colleagues and 
stakeholders, it did not take long for Mary and I to identify a 
timely opportunity to potentially build on what collaborations 
already existed between individual artists, practitioners and arts 
organisations in Liverpool and Ireland. We resolved to do this by 
facilitating a more strategic approach to joint working, cultural 
development and creative exchange.

Under the working title Cultural Corridor – our respective 
organisations – The Bluecoat and Create came together to initiate 
an investigative process, assessing the potential for the arts and 
cultural sectors in Liverpool and Ireland to work in partnership, 
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speci!cally looking at opportunities for 
artistic residencies and exhibitions, joint 
programming, skills transfer and knowledge 
exchange, but also considering how 
strengthened cultural links might be used as 
a catalyst for economic growth, promoting 
cultural tourism and stimulating inward 
investment. We commissioned an audit of 
existing activity and began to consult key 
partners on both sides of the Irish Sea. The 
will to connect felt palpable. In June 2012, 
the Minister for Arts, Heritage and the 
Gaeltacht, Jimmy Deenihan, endorsed the 
initiative, and in October 2012 against the 
backdrop of the Liverpool Biennial we hosted 
and supported two days of exchange, 
presentation and conversation connecting 
artists, arts organisations and academics 
from both sides of the Irish Sea. 

Burgeoning connections have begun to take hold, with further relationships being built 
through Ireland’s hosting of the EU Presidency.

Create and The Bluecoat are committed to continuing the conversation and investigating 
further strategic links. Later in 2013 we will host a second wave of events and networking 
moments and extend the partnership network with the formation of a Cultural Corridor 
Steering Group.



Afterword
140 Miles: To Liverpool and Back with !anks
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The theme of the Liverpool Biennial 2012 
was ‘Hospitality and the Unexpected Guest’, 
and taking our cue from this, on behalf of the 
arts of!ce, I began discussions with Dr Mick 
Wilson of the Graduate School of Creative 
Arts and Media (GradCAM), about the 
possibility of manifesting one of the school’s 
collaborative research projects – The Food 
Thing – in Liverpool. We thought that such an 
event would be a good platform to explore 
ideas of the host, the guest and the roles 
of the ‘public’. The result of our discussions 
was Break Bread Open, an initiative that 
brought together the artists, writers and 
educators involved in The Food Thing, who 
would conceive an event, devise a menu and 
serve food in order to temporarily activate 
a community of guests from both cities. This 
idea of creating and bringing together a 
community, in order to explore existing and 
emerging relationships between the two cities, 
also gained a new impetus with the launch of 
the Liverpool/Ireland Cultural Corridor, led by 
Create in Dublin. 

Break Bread Open sought to celebrate existing bonds between arts 
organisations in both cities, while creating a framework to introduce 
future collaborators. With this in mind, I met with Patrick Fox, Director 
of Create and Claire Power, Development Manager at Temple Bar 
Gallery & Studios, to consider how best we might draw together an 
event with limited resources but a lot of good will, that might best 
utilise our respective networks.

In October 2012 artists, writers, academics and representatives of 
a range of Dublin-based arts organisations travelled to Liverpool on 
a Ryanair red-eye "ight, to take part in this unique event and visit the 
biennial and the city. 

The generosity of the speakers and artists in particular in 
responding so positively to our invitation to take part in the event and 
the welcome we received in Liverpool from the biennial as well as two 
other key cultural institutions in the city FACT and Static Gallery were 
all essential to the delivery of this ambitious event.

Sheena Barrett, Arts Of!cer and The LAB Gallery Curator,  
Dublin City Council Arts Of!ce

Dublin City Council Arts Of!ce: 
Ray Yeates, Jim Doyle, Sinead Connolly, and 
Anne Mullee (intern).
Create Ireland: 
Patrick Fox and Katrina Goldstone
Liverpool Biennial: 
especially Paul Domela.
FACT, Liverpool: 
Mike Stubbs, Kathryn Dempsey, Jessie Phillips, Suzanne Allen, 
Laura Yates, David Siddall and Kerry Moore.

Participants & Contributors: 
Charlie Gere, Scott Wilson, Edia Connole, Kathy Tynan, 
Petra Jackson, Mia Wilson, Lu Dai, Matt Beeching, Brian Hunt, Emer Roberts, 
Declan Long, Francis Halsall, Martin McCabe, Mick Wilson, Lisa Godson, 
Ruth E Lyons, Claire Power, David Jacques, Paul Domela, Jeanette Doyle, 
Jesse Jones, Paul O’Neill.

Collaborators & Supporters: 
Mary Cloake, Michael Sands, Cliona O’Sullivan, Paul Sullivan, Jason Oakley, 
Noel Kelly, John Greene, Liza Kelly, Michael Cannon, Laura Farrell, Catriona 
Maher, Patrick McConigley, Katie McDonnell. 

Special thanks to:



Participant 
Biographies
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Edia Connole and Scott Wilson – MOUTH
MOUTH is an actionist art project in culinary divinomics formed in March 2012 by Edia 
Connole and Scott Wilson.
mmmouth.wordpress.com

!e Food !ing
The Food Thing is a collaborative art project exploring art and food and based in Ireland’s 
Graduate School of Creative Arts and Media (GradCAM), where it is 
co-curated by Edia Connole, Lisa Godson, Martin McCabe and Mick Wilson.

Create
Create is the national development agency for collaborative arts in Ireland 
and a lead partner in the Liverpool Ireland Cultural Corridor (LICC) initiative with The Bluecoat, 
Liverpool. Create supports artists who work collaboratively with communities and make art 
in social and community contexts such as Arts and Health, Cultural Diversity, Older People, 
Prisons, Disability and Community Development.
www.create-ireland.ie

Patrick Fox
Patrick Fox is the director of Create and previously worked as the Programme Manager at 
FACT (Foundation for Art and Creative Technology) in Liverpool with key responsibility for 
Collaboration and Engagement.

Jeanette Doyle
Jeanette Doyle is an artist. Her practice is primarily concerned with the interrogation of a 
variety of stances and modes of production. In recent years there has been an investigation 
into the relationship between dematerialized and immaterial practices combined with a 
concentration on the painted image and how this has been affected by both lens-based and 
digital technologies. Jeanette is a member of The Food Thing.

FACT
FACT (Foundation for Art and Creative Technology) is a Liverpool-based cinema, art gallery 
and the UK’s leading organisation for the support and exhibition of !lm, art and new media.
www.fact.co.uk

Charlie Gere
Charlie Gere is Professor of Media Theory and History in the Lancaster Institute for 
Contemporary Arts, Lancaster University. He is the author of Digital Culture (2002), Art, Time 
and Technology (2006), Non-Relational Aesthetics (with Michael Corris, 2009), and co-editor 
of White Heat Cold Technology (2009), and Art Practice in a Digital Culture (2010). His new 
book, Community without Community in Digital Culture (2012), came out this year.
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Dr Lisa Godson
Dr Lisa Godson is lecturer in History of Design and 
Material Culture at the National College of Art and 
Design, Dublin and is the NCAD fellow at the Graduate 
School of Creative Arts and Media. She is co-curator of 
The Food Thing.

Declan Long
Declan Long is Course Co-Director (with Francis Halsall) 
of the MA Art in the Contemporary World at the 
National College of Art and Design, Dublin. His 
recent writing includes essays for artists Willie Doherty, 
Sarah Pierce, Ulla Von Brandenburg and Mamma 
Andersson. He is a board member of the Douglas Hyde 
Gallery, Dublin.

Paul O’Neill
Paul O’Neill is an artist, curator, educator and writer 
based in Bristol in the UK. His new authored book is 
The Culture of Curating and The Curating of Culture(s) 
(MIT Press, 2012). Paul has co-curated more than !fty 
exhibition projects. He is currently international research 
fellow with the Graduate School of Creative Arts and 
Media, Dublin, and international tutor on the de Appel 
Curatorial Programme.

Dublin City Council Arts O!ce
DCC Arts Of!ce works to ensure that the arts remain a vital part of 
living, working and visiting Dublin. It works in partnership to support 
artists, arts organisations and the city’s communities to deliver quality 
arts experiences that contribute to the capital city’s cultural life, 
directly programmes festivals, events, workshops etc., and manages a 
number of high-spec galleries and facilities including the LAB Gallery, 
Red Stables Artists’ Studios, Albert Cottage Artists Residencies, St. 
Patrick’s Lodge Residential studio and Units 3&4.

Ruth E. Lyons
Ruth E. Lyons is an artist. Lyons works primarily in large-scale 
sculpture, installations and public works. She is is co-director and 
founder of The Good Hatchery, a visual art space and residency 
project in the boglands of rural Ireland. In 2012 Lyons was awarded 
the Arts Council of Ireland Visual Artist Project award and was made 
a CATALYST artist with Project Arts Centre Dublin.

Sheena Barrett
Sheena Barrett is Curator of the LAB Gallery and an Arts Of!cer with 
Dublin City Council Arts Of!ce.

!e Static Gallery
The Static Gallery in Liverpool was established in 1998. The Gallery 
houses and programmes exhibitions, symposiums, debates, music 
events and !lm/photo shoots, and provides ten studio spaces for 
artists, architects, !lm-makers, graphic designers and creative 
practitioners. Static is also often commissioned to undertake art, 
architecture, academic and writing projects.

Jesse Jones
Jesse Jones is an artist whose practice re"ects and re-presents 
historical moments of collective resistance and dissent. In her !lms and 
videos, she explores the gesture of the revolutionary action and !nds 
resonance in our current social and political landscape. Jones has 
exhibited extensively internationally. Recent solo exhibitions include 
Artsonje Centre, Seoul, and CCA Derry. She has been commissioned 
by CCD Dublin and the Of!ce of Public Works for a major public 
artwork in 2013.

Martin McCabe
Martin McCabe is a lecturer in Dublin Institute of Technology (DIT), 
School of Media. He is DIT fellow at GradCAM.

Temple Bar Gallery + Studios(TBG+S)
TBG+S is a gallery and artists-studios’ complex 
in Dublin city centre. TBG+S work closely 
with artists and curators at every stage of the 
creative process to enrich visual culture in life. 
For almost 30 years, TBG+S has been at the 
cornerstone of artistic activity and life in Dublin. 
TBG+S is principally funded by The Arts Council 
of Ireland, revenue funding from Dublin City 
Council and smaller grant-aid.

!e LAB
The LAB is Dublin City Council’s municipal arts 
facility comprising the City Arts Of!ce, three 
galleries, and rehearsal and incubation space 
for artists. The LAB Gallery supports emerging 
artists and emerging ideas. It aims to provide 
signi!cant opportunities to further artists’ 
careers at critical points in the development of 
their arts practice. The LAB works with artists 
and collaborators across other disciplines to 
engage audiences through talks, seminars and 
commissioned writing to further consider their 
lines of enquiry and to develop new audiences 
for the visual arts.
www.thelab.ie
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