
Fugitive Dialogue # 1

This is an edited transcript of the first Fugitive Dialogue which took 
place on Sunday 16th October at Ard Bia Nimmo's in Galway. This 
was  a  private  discussion  between  Valerie  Connor,  Fiona  Fullam, 
Joanne Laws, Gavin Murphy, James Merrigan and Michaële Cutaya.

Presentation:
Welcome to the first Fugitive Dialogue. Fiona Woods, James Merrigan 
and  Michaële  Cutaya  came  together  and  developed  the  idea 
of Fugitive Papers as an artistic research project to explore ideas about 
art, writing, criticality, forms of publication and public(s). The work 
will consist of these private and public dialogues, a series of three 
publications,  each  taking  a  different  form,  and  a  website.  Our 
intention is to work with artists and writers throughout the process to 
consider questions that might be of relevance about art, writing and 
criticality at this moment.  We want to open the whole process to 
discussion  with  you:  we  are  proposing  that  the  first  issue  be  a 
response  to  Tulca  but  within  that  remit  everything  is  opened  to 
discussion. What we will discuss today will shape the first printed 
issue of Fugitive Papers. There will be a public dialogue on the 12 th 

November  as  part  of  Tulca  to  extend  the  discussion  that  we  are 
having today and open it to a larger public – maybe as a roundtable 
with live online coverage.



image Ard Bia website.

We have also approached the Connacht Tribune for a possible one off 
partnership,  which could be either two pages in supplement or an 
insert, but they have not confirmed with us so far.

Valerie  Connor: Does  that  newspaper  have  a  social  responsibility 
programme? Perhaps this is a way to develop the interest they have 
already  expressed  –  might  they  sponsor  a  community  reading 
initiative.  It  has  been  suggested  that  arts  patronage  has  dried  up 
further as such social responsibility programmes have been developed. 
I wonder to what extent that is true. A conversation along these lines 
might help board members get onboard if there is a case to be made 
at that level within the paper.

Michaële Cutaya: The future of the printed format was one of our 

reasons to approach the Connacht Tribune editor. Print is in trouble 
but it is not replaced by internet, casual readership gets lost. What is 
specific about print was something that the editor was interested in as 
well.  We want to  address  the  lack of  commissioning outlets.  The 
multiplication of websites relying on free contributions

Gavin  Murphy:  Could  you  talk  more  about  the  commissioning 
process?

MC: there are two aspects: a general question about how art writing is 
commissioned,  by whom with  what  constraint.  Can  art  writing  be 
more critical? And a specific one regarding Fugitive Papers.

VC: I understand that Circa is relocating to Derry. I'm very pleased to 
hear that – although in the short term they have lost almost all grant 
money and consequently staff, it does not necessarily follow that the 
archives are lost. Circa may become something else than what is has 
been but it is good that its future is on the horizon.
 
James Merrigan: Peter  Fitzgerald said that to give up 30 years of 
publication was ridiculous. He also said that Circa was an institution, 
something to give out about – while +BILLION- or Paper Visual 
Arts are on the periphery with this big black hole in the middle. There  
is only so much you can do online.

Fiona Fullam: About Critique. Jason Oakley described what he hoped 
for in the new Critique section of the VAN, when he took part in the 
panel discussion at Art Criticism Now at The Lab last May. He had a 
very specific idea about  wanting the opinion of the writer.  And I 
agree that this is really what is missing in the lot of writing around art 
in Ireland today: something to agree or disagree with. What I'd love to 
see would be more platforms where there will be discussion, although 
I believe this is developing slowly at the moment. The best writing of 
the last fifty years has been in response to the perception of others. A 



sort of circular narrative by lots of different people. I'd love to see 
that taking place in Ireland

VC: does that not happen in academia?

FF: I think it does in academia.

VC: Is it then not a question of whether it is happening but happening 
in a place or way that means it's not visible?

FF: I don't think it is happening much in Ireland. But certainly when 
it is happening in academia there is no general access to that kind of 
writing and it is relatively speaking to a very small group. I'd like to 
make that kind of debate, of discussion more broad and bring other 
alternative  issues  and  perceptions  to  the  table.  To  get  some 
conversation going.

Joanne Laws: Letters in response to Millar article on art writing in the 
art world. A few people responded. Gavin Every, Marie Fusco. It was 
nice  to  see  the  argument  happen  whether  you  agree  or  disagree. 
Written discussion.

GM: If I remember he is a writer and he is finding that the art world 
has increasingly become a space for experimental writings. For better 
and for worse. It was quite interesting because it was about the quality 
of writing.

MC:  For  instance  Brian  Dillon  was  saying  that  he  got  Sanctuary 
published by Sternberg Press, which he would not have been able to 
get published in non-art editions

FF: Sternberg  Press  also  published  Maria  Fusco's  book,  The 
Mechanical Copula – they tend to be more left of centre, publish 
more experimental work.

MC: The downside would be: is it an outlet for 'bad' writing?

VC: Is this essentially something like a 1980s 'anxiety' around 'bad' 
painting? Of course, to speak of bad writing may well only be to 
describe something that is careless. But it can also denote a writing 
that  uses  structures  intended to  read in  opposition to  conventional 
styles and rules thought to uphold standards of 'good' writing just as 
you might dictate standards of 'good' behaviour and 'good' sense. If 
the term is only loosely used, its meaning is ambiguous and confusion 
will persist. 

FF: I think you have to consider that you have to learn how to read 
this type of writing, just as you learn to read / understand painting or 
the  nineteenth  century  novel.  We may not  yet  have  a  readership, 
which has been exposed to enough of this sort of writing to be able to 
form a judgement about specific examples of it,  who have not yet 
learned how to read this kind of writing, how to value it, assess it, 
critique it. 

VC: Would it be useful to look at Millar here; where is he coming 
from? 

GM: His point was that marketing and focus group will  determine 
what was being published and what was not and hence the drift of 
many people toward the art world. There was another point that he 
raised, he talked about Frank Kermode. He was a literary theorist in 
the '60s '70s '80s. no one had done more to establish critical theory 
within literary circles in England – but toward the end of his life he 
was absolutely  adamant  that  the theorisation and that  the level  of 
theory in literary circles was totally bankrupt and that was one of the 
themes  that  came  up  in  the  J.J.  Charlesworth  article  as  well. 
Regarding a certain outdatedness of theoretical concerns.
Back to another point: there seems to be a sense that whatever we 



thought of Circa we all accepted that at least it was there. I don't 
think there has ever been at any point in time in Ireland when there is 
so much writing on art, which in itself is a problem. A conversation I 
was having recently, just joking that every time there is a depression, 
expressionism  comes  up.  I  was  making  the  point  of  1920s  '30s 
Germany, 1980s when a new expressionism emerged.  I was saying 
there  is  going  to  a  new  expressionism  on  the  cards  and  it  was 
suggested that this will never happen in the art world because we are 
so critical of immediacy, spontaneity and all the rest. And my answer 
was that the proliferation of blogs, websites, multiple conversations all 
around us - the thing that is happening is that the writing is much 
more spontaneous and perhaps it lacks that degree of reflection. That 
here is our new expressionism all around us. I just snap out of it. I 
very rarely will read the contemporary writings.

MC: One of the question we asked ourselves is what do we read? We 
very rarely read reviews. So what do we actually read?

GM:Tthe only time I read the reviews is when I'm doing research for 
a commission or an essay. Only then do they become relevant.

FF: I don't think I'm familiar with all the online blogs, which review 
work, apart from the few new ones here in Ireland, including your 
own +BILLON-. Certainly I feel we could have a lot more critique in 
print. I would read reviews in journals, but here we're back to the 
issue of their not really being journals which deal specifically with 
Irish  work  or  galleries.  I  use  a  lot  of  books  and  also  academic 
research sites when I'm writing myself.

JM: I started +BILLION- about a year ago – producing a review 
every two weeks – because I wanted to write and not have time to 
reflect. In a way I was making art writing bankrupt. When you have 
time the articles are more complex – maybe including several ideas 
rather than 1 or 2.  I write completely about the work in the gallery 

and not about anything else around. I try to expand but I know there 
is a problem there.

FF: I don't see it as a problem. I think it's a particular style. I think 
that's something that hasn't been around. It is different from a longer 
piece of commissioned writing. What I like about +BILLION- is that 
it's very fresh, it's very immediate, it's a response. I think that's a good 
thing.

VC: Tipped off by a friend, I recently picked up a magazine called 
MONOCLE edited by Tyler Brûlé.  I  don't  know if  it's  on sale in 
Ireland. It has a focus on luxury end stuff, feature photography and 
journalism.  It  declares  itself  to  have  been  aimed  initially  at  a 
readership of regular travellers between London and New York. Bear 
with  me.  It's  incredibly  readable.  Very  nice  size.  It  seems  to  be 
mimicking  the  layout  of  information  and  navigation  links  familiar 
from web pages. Some newspaper lifestyle sections have adopted a 
similar look. There are long articles, possibly some dense text about 
economics juxtaposed with some unrelated, pretty meaningless statistic 
about how many red dresses were sold in the month of May. It's a 
kind of assembly of information, and this mix of statistics, facts and 
more  composed  opinion.  I  simply  noticed  that  I  actually  read 
everything on every page, from the font to the back, in sequence. And 
I don't really do that anymore. Certainly not with newspapers. The 
photography is good and aggregation of content is tightly edited. The 
design of this thing works for me. Perhaps I'm tuned in to it right now 
because I’m interested in how web based applications are expanding 
on the role of the curator in making the idea of curated content more 
mainstream. Given Fugitive Papers is imagining how an online and 
paper  presence  might  work,  Brûlé's  new  venture  is  also  worth 
considering  as  it  has  an  extensive  online  media  presence.  Video, 
further text and photography add more information to some of the 
print magazine articles and vice versa. Perhaps most of interest online 
is a bespoke radio station.  We can see how something like Enclave 



Review has deployed design to communicate a great deal about where 
it is pitched, for instance. I think it makes sense to look not only at 
academic, small press and arts publishing but also at the strategies 
used by commercially driven publishers, and especially the idea of the 
'magazine' as distinct from the 'journal', for example. 

GM: Print culture is really under threat. We are at point were there 
are all these innovative designs that are trying to save or renew.  The 
Metro newspaper that you throw down within ten minutes to other 
forms like the Sternberg Press, they are lovely books. That's one thing 
that  would be interesting on a limited budget  – can there be an 
innovative design?
When you're getting commission from nice publications it seems that 
the more prestigious, the higher in the hierarchy they are,  the less 
autonomy you actually have.

VC: So where once it may have been about providing copy now it's 
about providing content, is that it? 

GM: What a good editor can actually do

FF: A couple of years back, I was a writer in residence for a festival, 
I was selected on the basis of a piece I wrote and I was subsequently 
asked to review it and it was published in VAN. And then when the 
festival committee did their yearly book, they did not like the way I 
had laid out my review for VAN and they changed my text without 
asking me. They moved things around, they moved the beginning to 
the end,  and I  didn't  notice this  until  after  it  was published.  The 
festival  committee just  cut  and pasted my paragraphs,  but  left  my 
name on it. It was very upsetting. There was no proper editor on the 
committee looking after the publication.

JL: How did you feel about being involved in the festival as writer in 
residence and then being asked to review it.

FF: That's one of the reasons I was so upset – in my first paragraph 
of the review I made that very explicit: that I was in the unusual 
position of being both inside and outside, I was paid as a writer in 
residence for the festival, which I was reviewing and I stated that in 
the first three or four lines. And the festival committee moved it down 
to the end and made it not really relevant. For me that was the most 
essential piece of information in the article.

Archiving and history:
FF: It would be wonderful if there was a database of writings from 
Circa, the VAN etc…so that you look up an author or a subject: an 
Irish archive of art writing.

GM: There is the Nival (National Irish Visual Arts Library)

FF: While I was doing some research there years ago, I was told that 
a lot of it depended on the artists themselves, whether or not they 
brought or sent in their archival material to NIVAL, so that some 
artists have a very complete file and others have a big gap or no 
information.

VC: NIVAL has only got increased funding in recent years, and until 
recently  they  have  had  significant  limitations  on  their  capacity  to 
chase things. On a personal level, vis-à-vis the time hungry aspect of 
archiving,  I  lately gathered together my own writings.  I  ended up 
putting  a  basic  website  together,  aiming  to  make  material  more 
available from art projects I have worked on as an artist or curator 
and links to pdfs of my writing. Much is in the public domain, but 
scattered,  some hasn’t been  at  all.  I  tell  this  story  to ask  more 
broadly if there is a bigger project that needs to happen here in terms 
of making critical writing and the critical perspective in Ireland more 
accessible even in the most basic way. Maybe there is as much or as 



little writing about art as there ever was but getting at it is actually 
part of what’s behind 'crisis of criticism' at least in the Irish context 
recently. What is the lifespan of the things we write? We mostly, I 
think, write something for the here and now. But how long does it 
take  to  read  something,  to  research  something?  How long  do  we 
expect our writing to be available and 'live' in the moment? And does 
that then affect what we understand as criticism? What do people feel 
about an idea that has quite a bit of support at present that history, 
and in particular art history is 'over', best forgotten in fact –  that a 
certain kind of amnesia is urgently required to free ourselves as critics 
or critical thinkers from the dead weight of the past. Do you arrive at 
some kind of super-disposability. What is the status of our history 
both as history and as a kind of art writing that goes with art history 
in relation to what we are talking about as criticism?

GM: I kind of see myself at the cusp – between an art historian and 
an art critic. Someone well informed about the art scene said to me 
that they would be quite happy to see art history been done away with  
– and just see the contemporary canon of art as the measuring stick 
as it were. It scared the bejaysus out of me. Simply not having history 
as a measuring stick by which to evaluate any kind of contemporary 
art practice.

FF: Not saying that it, the canon, is the only measuring stick, but at 
least it is a measuring stick

GM: Particularly in an art world that absolutely thrives in a sense of 
newness. That is the reference of contemporary art – it is new, it is 
fresh, it is dynamic. When you begin to look very closely at all those 
claims you actually realize that they are not new at all.

JL: On the same note, in the UK they seem to be doing away with 
the  fine  arts  departments.  Courses  are  being restructured  as  art  in 
contemporary world. That kind of modernising, corporatising creative 

economy kind of title where fine arts isn't just sufficient anymore.

FF: The other thing is that originality is a very recent fashion – it's 
only really in the last hundred years that it has become fashionable to 
be original. Before that it was very acceptable to take something old 
and rework it, adapt it. The Greek's plays have been reworked and 
reworked for centuries. French playwrights like Racine and Corneille 
in the 17th Century took old Greek dramas and made hugely popular 
new versions of them and that's perfectly acceptable – new version 
of old ideas, new re-workings. That's what really attracts me to art 
and writing. Is this a new voice telling the same story in a way or 
different version of the same story? How these things change and 
grow.  That  Oscar  Wilde  idea  of  creating  something  new  out  of 
something that's already there.  There is an element of invention in 
criticism. The word originality is so meaningless at this stage

GM: To return to the archive. It is interesting that if you don't do it 
yourselves, it will be under institutions that will do the archiving. 

FF: I don't think that matters.  What's important I think is that the 
conversation  is  available  somewhere  to  be  read  and  continued, 
contested maybe also. I suppose the danger you're thinking of is that 
some  writings  on  particular  spaces/  people  would  have  more 
importance attached to them and others ignored through the process of 
selection /editing for archiving? 

VC: When you attend an event,  you're thinking of something you 
were at maybe two years before, where something was discussed. If 
you're  the  kind  of  person  that's  taking  notes  you  do  have  an 
opportunity to refer back in the context of a live event. Is this writing 
now, a different kind of activity for the critic, an explicitly different 
engagement with discursive events than others in the audience may 
have or be expected to have. Figuring out a line of thinking like this 
might take a very long time to figure out of course. That's something 



for the writer to deal with, but should the reader also be expected to 
seek out and follow such developments in the critics thinking through 
twenty or so reviews? Has 'authorship' been diminished in the kind of 
fast art writing we've been talking about.

FF: I was writing recently in preparation for an event and realized that  
I have been writing about and exploring similar ground for years. It's 
interesting, trying to clarify ideas through other writing, even if it's 
your own – I feel I often refer back to other work / writing I have 
seen or read. But I think you're right, you have to consider whether 
it's important to make it readable and clear for the person who is just 
reading this one piece.

MC: We would like to address some practical issues regarding the 
first printed issue of Fugitive Papers such as the length of texts, the 
design, the distribution, the deadline for the texts: Tulca will run from 
the 4th to the 20th November 2011 – it is short, so it's unlikely we 
can be published while it's running. It will be free and also on our 
website.

JL:  Different  strands  of  criticism circulates  at  different  speeds  – 
review  promotional/academic  research.  Criticism  is  like  a  floating 
signifier  for  a  big  project.  Each  of  those  strands  have  their  own 
limitations, perimeters and area that you work from. It also depends 
on how it is going to be circulated as well. What is the readership to 
be?

VC: I quite like the idea of libraries. There is a legacy of the library 
system overseeing a number of art galleries, incorporating exhibition 
spaces  albeit  they  are  often  very  compromised  within  the  overall 
architecture of buildings they're in.  

JL: Can I ask what is the relation between the online version and the 
printed. ER for instance, they print first and a month or so later the 

online version is available. I like ER emphasis on the fact that this is 
a printed object. The website is used as an archive/documentation

FF: Allotrope is something else worth looking at.  The format,  the 
folding and so on.

VC:  In  terms  of  accessibility,  are  you  going  to  attach  an  ISBN 
(international standard Book Number) to this? If you don't have an 
ISBN or ISSN the print version will be regarded as 'grey literature' by 
anyone  who  compiles  databases  whether  for  distribution,  retail  or 
research purposes. It won't be easily archived. It's a decision to make. 
If you don't it will disappear much faster. Leading to the question 
whether it is to be disposable? Ephemeral? Does this connect with the 
proposition  that  the  texts  are  going  to  be  written  quickly?  Write, 
publish,  for  now  and  then…  it's  gone.  Or  is  this  about  being 
something that can be read and read again over time.

GM: It makes sense if you're hoping to gather momentum.

FF: For me this ties in with object and content. Do you see them as 
having equal weight?

VC: It would be useful to talk more about how circulation is being 
thought about in relation to positioning Fugitive Papers in the wider 
scheme of things. Who are we writing for?

MC: We could present Tulca in the editorial. Regarding distribution: a 
DIY  type  come  what  may?  Art  centres,  bookshops  colleges…
suggestion?

JL: For me that is one of the burning issues to sort out where it will 
actually  be  distributed.  To focus  in  a  particular  way while  you're 
writing.



FF: There is a huge difference between writing for the Herald Tribune 
and writing for something,  which is going to be distributed in art 
centres, library etc.
MC: But Connacht Tribune aside, would it make a difference whether 
we distribute through arts centres? Or libraries? Does it have to be an 
either/or?

VC: I  like that there would be something quite decisive and very 
specific around the decision about what kind of place this issue of 
Fugitive Papers will be distributed. The libraries? Well, it's easy for 
me to grasp just because there is an existing network of libraries. And 
libraries are a particular kind of interface that seems appropriate as 
they often include reading,  talking,  and exhibiting as part  of  their 
activities. It's also a good way of getting outside of the cities, into 
towns.

FF: You would put them in the libraries, would you not also put them 
in art centres?

VC: No, if someone wants a copy they will make the effort, go and 
get it in the library, moreover a public library, not an academic library 
or retailer. 

JL: People in the art world may not actually read it. Maybe it would 
be a more interesting project to address people that don't normally.

VC: … cinemas, dentists, funfairs..?

JL: And yet it would be nice to have a stack in Project so that they 
know that there is something cool happening out west. There is that 
visibility.
FF: That's the flip side: that the art audience may not know about it. 
We have to consider who we're writing for and make a very specific 
decision about that. Or is that the point, to send a certain kind of 

writing out into the world, a different, possibly less receptive world 
and see what happens?

MC: We will have the website and Facebook page for promoting the 
publication to the art world. We would also have a list of distribution 
points.

GM: It  brings back the question of who you're writing for.  It's  a 
dilemma: is it an art audience or it is for the intelligent lay person? if 
it's the latter, you should get rid of most of the jargon.

FF: One of the dangers is that you will end up writing something that 
is a bit superficial, if you have a very narrow and deliberately non-art 
audience in mind. Reviews can work but is there room for something 
else, I wonder?

JL: It's a response, that's the key word: it's not review, it's not report, 
it's a response. The mailing list for Graceland was interesting: they 
bombarded you with email previous to the event. Last week I put 
them all in a word document and read through them. Something very 
interesting  happened  there:  small  images,  quotes  from  art  history, 
quotes from anthropology,  or other kind of sources.  As the reader 
you're given the chance to make the links between the fragments: as 
an emerging aesthetic.

FF: It reminded me of art writing. It is the audience that activates the 
work.

JL: A response that is not review or report – and given that Fugitive 
Papers is pitched as something quite experimental.

FF: I don't want to end up writing something terribly bland, because 
I'm thinking too much about who is actually going to read it. It would 
be good to have the space to experiment.



JM:  The  more  we  discuss  the  more  I  have  a  desire  for  a  more 
experimental space. Not like ER – they are trying to stake a position 
– to be here for a while – we aren't going to be here for long.

FF: They are doing something very specific, which is excellent, but 
not what you are after at all.

VC: You mentioned the 'essay' ... quite a specific form…

FF: Yes, the word 'essay' has its roots in the French for 'to attempt', 
essayer and in the roman exagiare  to weigh, also in Latin  exagium 
weighing. I took part in a collaborative project in London a few years 
back called Essaying Essays, where we looked at the term and the 
form in all its various guises. I love that connection with 'to weigh', to 
consider both sides, literally. At the end we put together a publication 
in  the  manner  of  Richard  Kostelenetz's  Assemblings,  slightly 
alternative forms of essay. Cortiz also references some of these roots. 
In fact many writers come back over and over again to the concept of 
writing itself,  what  it  means,  what it  can mean.  That's what  we're 
doing today really. 

MC: In 'Criticism and Experience', Bernardo Ortiz Campo describes 
criticism:

“understood  as  an  exercise  that  reclaims  the  role  of 
imagination  in  the  act  of  knowing,  criticism  is  a  creative 
process in itself. Its medium is language, as well as all the 
mediations that occur within it, the variety of media through 
which language flows. One could say, therefore, that criticism 
is  a  productive  act.  In  other  words,  a  transformation  of 
reality.”

JL: Going to a dance performance and not having the vocabulary to 

access  it,  to  talk  about  it.  That  maybe  something  the  visitor  to 
galleries might feel. And my hope is that someone reading it will get 
some access to the artwork. Not as an explanation but to access it in a  
different way. Like the technicians that put the work up. people get 
what it takes to produce something. It's online of access, instead of art 
being theoretical and philosophical out of reach maybe it's just about 
work.

FF: The problem with the online version as I see it is to consider the 
relationship between the printed publication and  the online.  Is  the 
online version a documentation or a re-manifestation. These are very 
different things. 

VC: In this context can we talk about a text written to read aloud; a 
social  aspect?  Or  is  it  about  something  more  monastic,  solitary, 
reflexive? How about having social evenings in libraries up and down 
the  country  around  Fugitive  Papers.  Is  that  where  this  project  is 
going?

The  discussion  ended  on  various  possibilities  of  publication  and 
distribution: The website as a platform for cross over? The crisis of 
criticism and the crisis of democracy?


