
Beauty, like all other qualities presented to human experience, is relative; and the definition of it 
becomes unmeaning and useless in proportion to its abstractness. To define beauty not in the most 
abstract, but in the most concrete terms possible, not to find a universal formula for it, but the 
formula which expresses most adequately this or that special manifestation of it, is the aim of the 

true student of aesthetics.1

Philip Ryan
Editor

1. Pater, W. 1873: Preface. Studies in the History of the Renaissance. Macmillan 
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Context informs aesthetic

Gregor Timlin
Industrial Designer



Experiencing ‘everyday spaces’,  I do not feel compelled to regard them with the critical gaze I apply 
to ‘architecture’. Though one must remember that there is a hand, or possibly a shopping catalogue 
at work.       

The signage is gratifying, detached from the signification of the words. The scale of the text relative 
to the individual, its font and colour all combine to enthrall me. As does the cooker that stands inside, 
a reflective folded metal object.        

Once raised in a converstaion regarding the ‘making of rooms’, Dermot Boyd asked could one strip a 
classical space and simply enjoy the ceiling as an expressed plane, the turquoise walls and geometric 
pattern of the flooring, making it relevant to the student as a basis for investigation. Could such a 
process be extended to ‘everyday spaces’.

Shane Reid
Architecture Student

Documenting an everyday space 
a fish and chip shop on the Cabra Road





Brian Cregan
Photography Student

Arcades and Facades

Arcades and Facades examines the changing surfaces on three streets in Dublin’s inner city. Moore 
Street, Henry Place and Moore Lane are important sites in terms of trade, history and ethnic diversity. 
By drawing attention to these places, my desire is to create a pre-emptive nostalgia for them as they 
face imminent transformation or erasure.



‘Only simple forms are suited to being rendered sculpturally, and so profuse flowers of the kind 
gardeners grow I have no use for, having to rely almost exclusively on wild herbs. To get these, I 
make trips out by bicycle and train into the countryside around Berlin. If, for example, I find today an 
interesting plant at Potsdam, tomorrow at Friedrichshagen, and the day after tomorrow at Teufelssee 
or in Dalldorf, I am obliged in three of four months to make almost daily country outings to these 
places, searching over and over again for one and the same plant. I happily do this in the interest of 
the matter, even if it means that I have to sacrifice my mornings and often my free days.’
        Karl Blossfeldt, 1902

The German photographer, Karl Blossfeldt (1865-1932) began compiling a compendium of plant forms 
in 1898 in order to assist in his teaching at the Charlottenburg School of Arts and Crafts. Plants 
gathered from country tracks, railway embankments and other ‘proletarian places’ were brought 
back to his studio and carefully photographed against a neutral background. By the end the series 
consisted of over 6000 wonderful images. The school felt that such a resource would be of benefit 
to craftsmen and manufacturers seeking to translate natural forms into ornamentation on buildings 
and products.

In 1928 Blossfeldt finally published his life’s work in Art Forms in Nature. By then, his photographs 
were more highly valued as aesthetic objects in their own right than for the natural content which 
was their raison d’etre. In ‘A New View of Flowers’, Walter Benjamin’s (1892-1940) review of the book, 
emphasis is put on the lucidity of the images and the way in which Blossfeldt’s scrutinising approach 
‘[redefines] the inventory of perception [and] ... will modify our view of the world in an unforeseeable 
way.’ Benjamin extracted Blossfeldt’s project from the old aesthetic of the Jugendstil movement out 
of which it emerged and located it squarely within ways of seeing associated with the contemporary 
aesthetic of ‘new objectivity.’

An episode like this, from a period of cultural flux, is illuminating in that it diminishes the importance of 
the particularities of each aesthetic movement. Instead, it brings to the fore the trans-generational 
search for an aesthetic as a visual ordering system that helps us to structure our interaction with 
the world surrounding us. Like Blossfeldt’s account of his excursions into Berlin’s hinterlands, such 
an episode sheds light on the search itself rather than the object of the search.

Brian Ward
Architect



Victoria Mannion: Please explain the 
responsibilities of an art-handler. What are the 
implications of an art-handler’s decisions/the 
effects of their approach to the installation of 
an exhibition/piece of art?

Emily Good: The art handler is responsible 
for the most basic and practical things related to 
artwork and exhibition installation. Our concerns 
include the overseeing of the arrival of a piece 
of art, its transportation into the gallery space 
as well as a fundamental understanding of its 
weight, volume and fragility. What may appear 
to be a simple, largely manual job, requires a 
significant degree of care, understanding and 
preparation as we are dealing with unique and 
often priceless works. Respect is of paramount 
importance. In my experience most art handlers 
tend to be artists themselves- they respect art, 
they value it, they are aware of how important 
it is and show it the required care. The art 
handler is aware that art is not static and 
fixed in the galleries and it needs to be taken 
care of no matter where it is located. In most 
galleries it is the curator who makes the key 
decisions regarding the positioning, sequence and 
hanging of artwork while the art handler acts as 
facilitator- this creates an interesting dynamic 
centred around patience and communication.

VM: Is it fair to say that the hanging and 
installation of artwork is of critical importance 
to the public’s understanding and reception of it? 
As such, can it be viewed as an added step in the 
creation and expression of the art piece itself?

EG: While it is possible to come up with clever 
and creative ways to install art, I would not call 
hanging and installation a step in the creative 
artistic process. I feel that as an art handler 
your work is best when it is invisible. The artist 
must be respected as much as the art work and it 
is not the art handler’s job to try and manipulate 
their vision. You ensure that the work is 
accessible and displayed in the best way possible 
for it to be seen and appreciated but the major 
aesthetics are the concern of the curator and 
the artist themselves.

VM: How aware does the art handler need to 
be of architectural space and how important 
is environment and architecture to our 
understanding and appreciation of art?
EG: The art handler needs to be hugely aware 

of internal architectural space - even from the 
most practical point of view an understanding of 
the dimensions of a space are crucial. Knowledge 
of the materials of the wall construction, to 
which you will be fixing to, is also highly important 
as well as an awareness of secondary elements 
which could interrupt the flow of an exhibition, 
such as plug sockets and fire escape doors. Of 
course the scale of spaces and the quality of 
light within them will also have a massive impact 
on a piece of art and an art handler must be 
constantly conscious of these architecturally 
derived factors. Today people tend to think of 
the art gallery as a standard white cube model. 
However, for the majority of pre-20th century 
art this environment would be utterly nonsensical. 
There is a strong relationship between the piece 
of art and its context and one must be aware of 
what work is suited to which space.

VM: As a controversial space with its sloping 
floors and curved walls, what extra measures 
are required to make an exhibition successful at 
The Guggenheim? How do these elements, which 
are largely responsible for the perception of the 
building as an architectural icon, impair its ability 
to function as a gallery?

EG: With the building being the way it is, it 
makes even seemingly straight-forward hanging 
into a much more complicated process. There are 
a lot of things that need to be compensated for 
and from an architect’s point of view this could 
be seen as a fundamental flaw in the building’s 
design. That is to say, that as a building it was 
not designed with function in mind. In fact the 
design of the building presents challenges and 
obstacles at every turn.Access is also an issue: 
large paintings and large heavy sculptures are 
met with narrow winding passage ways which 
require much manoeuvring and great care in order 
to avoid damaging either the building, the art 
piece or both. I feel that when any kind of design 
is undertaken, whether artistic or architectural, 
generally there are key concerns to be addressed 
before any aesthetic decisions are made. In the 
case of Frank Lloyd Wright & the Guggenheim it’s 
as if many of the practicalities and key concerns 
were entirely overlooked in favour of the final 
vision. From an art handlers point of view, there 
are a lot of extra measures that need to be 
taken and obviously it is dependent on what the 
work is and where in the building it needs to go. 

Artwork and Architecture 
Installation and Exhibition 

at the Solomon R. Guggenheim, New York 
-Emily Good in interview with Victoria Mannion

A significant bracketing system is required to hang work on the Guggenheim�s conceve walls.



In order to better illustrate the problems I have 
alluded to, we can look at the example of the 
hanging of a moderately sized canvas on one of 
the walls along one of the ramps. How does one 
hang a painting level if the floor slopes one way, 
the ceiling another and the wall it is to be hung 
on is concave? The hang is not straight forward 
since the painting cannot sit against the wall, 
therefore a wall bracket needs to be fitted. The 
painting cannot be levelled according to a spirit 
level because it would be offline with the floor 
and ceiling, creating an uncomfortable impression 
in the human eye that the painting is not straight. 
Therefore, the bracket becomes as important to 
the hanging, almost, as the painting itself. The 
bracket has to hold the weight of the painting 
and be at the right angle when it is fixed to the 
wall so the painting will appear to look straight 
on the wall. It also needs to be virtually invisible 
once the painting goes up because obviously it 
is the painting that needs to be seen and not 
the wall bracket. The absolute and unavoidable 
need for this bracketing system also means that 
the smooth and continuous space envisaged by 
Frank Lloyd Wright is fundamentally altered by 
these significant projections. However, despite 
the extra work and care required it can’t be 
denied that once the problems are solved and 
an exhibition is installed there is an absolute 
harmony in the building, it almost seems to sing!

VM: Are there particular forms of art which 
are enhanced by such a distinctive idiosyncratic 
space?

EG: Based on my experience, the most successful 
installations, exhibitions or performances that 
take place in The Guggenheim are those that 
allow the space to work for and with the artist. 
These can be hugely diverse in terms of content, 
style, approach etc. What they have in common is 
that the artist has considered the architectural 
space as an ingredient in the creation of the 
work from the outset. (When dealing with such a 
unique and complicated space, it is important to 
take all aspects of the space into consideration 
in the early stages of the idea.) Doing this means 
that the work not only works well in the space, 
it actually belongs and lives there. This kind 
of harmony between architectural space and 
the artwork contained within is magical when it 
happens. I would like to take two examples of 
site specific art installations that I felt were 
absolutely enhanced by being in The Guggenheim. 
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Emily Good & Victoria Mannion 
Artist & Architecture Student 

The first example is Meredith Monk’s performance 
piece Ascension Variations. This was a show that 
I had the pleasure of attending while working at 
the museum. The piece combined many different 
elements: vocal ensembles, string quartets, 
choirs, dancers and other performers- it was 
one of the most breathtaking pieces I have 
ever seen. Spectators were seated on cushions 
in the middle of the rotunda floor where the 
performance began. Monk’s vocal ensemble 
opened with a powerful vocal performance and 
began to ascend the ramp dressed all in white. 
As they ascended slowly, the spectator begins 
to look up and visions of violinists and dancers 
appear and disappear at the ramp walls seeming 
to come out of nowhere retreating back into 
shadows. As Monk moves further up the ramp, 
other performers painted entirely red latch 
onto her and all continue to move slowly up the 
ramp together. As this is happening, a haunting 
yet harmonious music is heard echoing and 
spinning through the museum walls. The whole 
effect is dizzying and thrilling. This is a great 
example of an artist using a space and adapting 
to it to fuse together, art, architecture, music, 
dance and performance, creating a completely 
unique experience which cannot be recreated 
in any other museum. Monk’s incorporation of 
the museum’s architecture into the piece is 
reminiscent of Juice, the groundbreaking piece 
that the composer, choreographer, and multi-
disciplinary artist created for the Guggenheim 
in 1969. Both of these examples, are pieces of 
art work which were conceived with the unique 
architecture of the Guggenheim in mind.

Another good example is Ann Hamilton’s site 
specific installation as part of the Museum’s The 
Third Mind exhibition early last year. This was one 

of the first installations that I got to work on in 
my time there and I was lucky enough to work 
directly with Ann Hamilton. It was an amazing 
opportunity to be involved with the installation 
from the start- the transformation of the space 
that occurred in just a matter of days was 
inspiring. This piece entitled ‘human carriage’ was 
an installation which encompassed the museum 
almost entirely. The piece was made up of several 
different elements, the most fundamental of 
which was text books. Several thousand volumes 
were collected by Hamilton and carefully taken 
apart in strips so that they became fragmented 
pieces of various texts. These fragments were 
then stitched together to make new book-like 
sculptures which formed the centre of what 
was to take place within the installation. The 
large masses of books were situated at the top 
of ramp six. From there, a complicated pulley 
system carried the books around the rotunda 
and down through the museum along an aluminium 
pole which ran the vertical height of the ramp 
walls. Attached to the end of the book weight 
was a bell carriage containing Tibetan temple 
cymbals which chimed as the book descended. 
There was a participant known as a ‘reader’ who 
stays up at ramp six loading books onto the 
pulley system. Several times a day the books get 
loaded onto the counter weight and fly through 
the museum chiming and finally dropping into 
the rotunda forming a large pile. The piece is an 
exceptional example of the synthesis of art and 
architectural space as the installation makes use 
of the Guggenheim’s iconic spiral, reflecting the 
dynamic fluidity of the building in the movement 
of the piece.

Meredith Monk’s Ascension Variations



When I started noticing that my iPhone home screen was practically aqua, despite the dark 
background, I decided to conduct a formal study of iPhone/iPad app background colors.

The results?

More than half (52 percent) of all iPhone/iPad apps are either blue or black.

The message?

Designers and developers need to stop making blue iPhone apps!

The full rainbow of statistics is shown in the chart above, but the numbers speak for themselves: 
purple is the loneliest color.

So the next time you download an application to your iPhone, ask yourself: what did violet ever do 
to you?

What’s the only reasonable explanation for the trend?

Steve Jobs’ trademark style is rubbing off: (blue) jeans and a (black) turtleneck.

Harrison Keely
Business Writer

Statistics compiled from a random sampling of 500 iPhone and iPad apps in May 2010. 
Colour based on predominant background of icon. Icons with more than one dominant colour not included in rankings.



I can remember night after night... he’d come up [to his room] dead tired, dead tired because he 
was struggling on the [drawing] board himself –  nobody else  – at night because there was no 
interference... and he would come up and go to bed at two or three o’clock in the morning night after 

night, day after day, week after week, month after month, year after year.1

Philip Ryan
Architecture Student

1. Wright, F.L. Jr. - Patrick Meehan, ed., Frank Lloyd Wright Remembered. Harvest Book Company, Washington DC, p 228

Sleeping pattern of an architecture student
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Let's put a smile on that face!

Kevin Coffey
Architecture Student



Architecture is a slave to aesthetics. In a good or bad way, it tries to create symmetry and harmony 
in man-made objects, competing with Natures’ design of plants, efficiency in organisms, mimicking 
the rocks strata, variations and patterns we see each day. The results can be striking, vivid and 
breathtaking but there are some principles I believe to be more important than others.

Cheap aesthetics – Aesthetics, for aesthetics sake. Making something with your hands is so amazing. 
The colours, the wonderful materials – wood patterns, board – marked concrete, repetition of 
elements, water flowing to one side, some ripples along the way, the result – a finished design of a 
walkway or even a building. It also fails in so many other ways – ignoring the ‘live’ layer of earth, the 
natural landscape, views and light aspects, which only serve the design aesthetic. We don’t design for 
things we don’t perceive.

There is a lot to be learnt from the efficiency of Dutch landscapes. The buildings only take the space 
they need or even the bare minimum. No power lines in the sky, no massive walls hindering views – a 
blank flat canvas, where people can freely interact. So what happens in another country where you 
have so much land, you will never need to consider how much space your design is taking? What is 
its impact? And if the landscape is more interesting – hills, mountains, rocks –  is that not going to 
provide a more interesting space for people to interact??

Beyond aesthetics – I believe that beyond aesthetics lies the true value of a design which cannot be 
calculated from the draft plans before it is built but it is measured in the impact it would have on 
its users, for as long as it exists. How it moulds their lives? How it creates opportunities? How the 
sunlight would fall every evening through an office window? Here a designer might feel ashamed, 
knowing all that they are capable of creating but never fully achieving.

Tsvetelina Chakova
Architecture Student



Emotionally}Vague

How do you ask a stranger (not necessarily fluent in English) to recall and describe their private
emotions? A survey was developed and tested over a number of weeks. Each final survey contained
five sheets of A4 paper, one reusable colour swatch board, a red marker pen and a memento card.
After the first written questions was a free-form drawing one which led to pages that were more
specific, asking for one spot only, colour associations and just arrows. Ultimately, 250 men and
women from over 35 countries between the ages of 6 and 75 responded. The sample was a mix of
friends, their friends, colleagues and strangers. The drawings were compiled in layered Photoshop
documents and the text data in an excel file which was used to create an sql database.
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Q4: What colours do you associate with these
emotions? Refer to numbered colour chart.

This general result shows the most chosen colours to the
least (The grey stippled areas are one-off answers).
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Q1: What makes you feel each of the emotions?

These results are shown by highest frequency to lowest,
excluding single incidences

Anger



Q2: How do you feel these emotions in
your body? Draw anything you wish.

The answers were overlaid to create an averaging
effect. It’s interesting to note how people draw around
and outside the body and how the method reveals
levels of intensity.

Q3: Where do you feel these emotions in
your body? Draw one spot only.

Anger



Emotions can be overwhelming. But not always so. They affect our thoughts and perceptions far
more than we realise. It is well established that we are subliminally affected by visual media, and
particularly in terms of unconscious emotions, drives and feelings. I wanted to question how feeling
can be experienced in the body, not simply in mind. I believe that we can use familiar tools to express
understanding of experience, and not be restricted to the use of photographic stereotypes.

Can people describe their visceral feelings of emotion visually, and if so, would any patterns arise?
In order to answer this, I had to develop some way of asking people to reflect on and describe their
private feelings in a simple, repeatable manner, the results of which could be correlated visually
and demographically. By gathering concepts of feeling by word, colour and line and creating visual
languages for anger, joy, fear, sadness and love - a kind of democratic visual language is created - a 
back-wards-brand. As a graphic designer, I am attempting to bring attention to the body’s patterns
of feeling and innate intelligence in a systematic but playful way. Over time, this method may be
developed into a therapeutic tool, and/or a means of visually representing feeling in an interactive,
participatory manner.

Orlagh O’Brien
Graphic Designer



Gavin Buggy
Architect

Now let us, by a flight of imagination, suppose that Rome is 
not a human habitation but a psychical entity with a similarly 
long and copious past — an entity, that is to say, in which 
nothing that has once come into existence will have passed 
away and all the earlier phases of development continue 
to exist alongside the latest one. This would mean that in 
Rome the palaces of the Caesars and the Septizonium of 
Septimius Severus would still be rising to their old height 
on the Palatine and that the castle of S. Angelo would still 
be carrying on its battlements the beautiful statues which 
graced it until the siege by the Goths, and so on. But more 
than this. In the place occupied by the Palazzo Caffarelli 
would once more stand — without the palazzo having to be 
removed — the Temple of Jupiter Capitolinus; and this not 
only in its latest shape, as the Romans of the Empire saw 
it, but also in its earliest one, when it still showed Etruscan 
forms and was ornamented with terra-cotta antefixes. 
Where the Coliseum now stands we could at the same time 
admire Nero’s vanished Golden House. On the Piazza of the 
Pantheon we should find not only the Pantheon of today, 
as it was bequeathed to us by Hadrian, but, on the same 
site, the original edifice erected by Agrippa; indeed, the 
same piece of ground would be supporting the church of 
Santa Maria sopra Minerva and the ancient temple over 
which it was built. And the observer would perhaps only 
have to change the direction of his glance or his position in 
order to call up the one view of the other.1

1. Freud, S. 1930: Civilization and its Discontents.



Architects create space... and space is the final frontier.



Less is too much.

Jar Dedligaff
Secret Architect



E: That’s cool. L: I wish I was still in study, I’d probably write more songs. E: What book did Mona Said 
Goodnight come out of? L: That was... I think that was Edgar Allan Poe or something. Flicked at it at 
random. That’s the most meaningless song ever. E: What? What’s it about to you? L: It’s about eh.. a 
bunch of different lines, they don’t mean anything but you can feel them. I used to like that song, but 
there’s absolutely nothing to read into it. Isn’t that the way though, Hally? E: No, there’s loads of 
stuff to read into in my songs... I don’t know... (laughs) L. No, that’s the only one, in particular. If I was 
to read that off a page, I would blush. E: You don’t like the words? L: No it doesn’t make any sense 
without the music. I mean the lyrics, they look shit, unless you hear them with the melody. E: I quite 
like the lyrics. L: Ah yea, all I’m saying is they are written entirely for the melody and the rhythm of 
that song. E: I thought it was about you dreaming of becoming a socialite. L: Ah could be.. (laughs) 
what line made you think that? E: ‘That kiss was for television screens, I know, they put cameras on 
us all the time.’ I thought you were reading too much F. Scott Fitzgerald... the jazz era! L: Well, I’m 
saying they obviously had to come from somewhere in my head, but as collective thing, they don’t have 
anything in common.

E: Would you not say it’s about seducing somebody. L: Ah yea, it’s about being 17 really. That’s the only 
reason to write songs, you know. Birds... birds have the ability to sing just to attract the female, it’s 
the same thing for men. E: Some birds can’t sing. L: Yea, they’re the ones that don’t get laid... (laughs) 
But that’s definitely it though. E: The only reason you play music... L: Music is just a big disguised 
act of seduction. Maybe not. (laughs) E: Girls do like successful musicians. L: Any art form, though, 
there’s that attraction.

E: You don’t have to be depressed, but it helps. L: Yea, probably, if I wasn’t able to write songs, or 
express in that way, I’d probably be down at the bus station with a cup going, ‘Can I’ve a euro there 
please.’ You go nuts sometimes. It’s a good way to channel that but I’m not saying I’m some tortured 
artist. (laughs)

Phone rings.

E: Hello. Yea. Ah well, me and Lory are still rehearsing. So I don’t know when we’ll be finished, we’ve 
still a good bit to do. Yea. Ok. Ah... Shur, I’ll try and figure something out as we need to rehearse. 
Fintan’s in San Francisco. We’ll figure... I’m kind of in the middle of something right so ah... ok. Bye.

L: Ah yea. It’s a good way. You definitely need to write. If you’re having problems with a lady, it’s the, 
it’s the only thing that makes me feel better. Listening to music or playing it. E: You can definitely 
write good stuff, yea, if you’re in that kind of state. But at the same time, I think it’s a thing when 
you’re younger, maybe, I would do it less now. L: Yea, that’s the problem isn’t it. It was more intense 
when you were younger. E: But I think I write better songs now... maybe I don’t. L: But it’s more 
calculated though. It shouldn’t be ‘til you’re about forty, I think. E: To write good songs? L: No, ‘til you 
start getting so calculated about writing songs. Now it’s like, an outsider, this should be a good line, 
right I’ll change this here. When you were younger, you’d toss them off and record it. E: I remember 
when I wrote Twisted Heart... L: It’s one of your finest works. (laughs) E: Ah I think that’s probably the 
best song I’ve written, yea but that’s not a happy song, by any means, but like Mona Said Goodnight, 
it’s got nothing to do with anything that ever happened to me. L: Yet it does at the same time. It’s 
different for you as well, as you’ve to sing your lines. People are going to interpret it differently. 
I’m more of a, you know, I write with someone else in mind. E: With a singer in mind? L:Yea I write for 
people. It’s still what I want to say but...

Phone rings.

L: Hello. I’m still up here,  I’d say I’ll be here another while. I’ll try get a lift off someone else. I will, yea. 
Sure I’ve no money anyways. Alright. See ya. Bye.

L: What time is it? E: Quarter to six. L: Right... It’s not really the lyrics for someone.. it’s the sound 
of the voice in mind. I suppose it is mine. The songs I’d sing are kind of ‘rootsy.’ Deep voice. I would n’t 
be able to sing those songs, definitely not in a band. Most of those songs were written for Maher, 
and your voices are completely different, so its not really specific suppose. It’s not writing for them, 
it’s just with the voice in mind. I think it’s the sound of the band. E. But then the sound of Autocats 
and Superblondes are different... L. But it worked... E: Yea, but... remains to be seen. (laughs) L: We 
couldn’t do ‘Cry in the street’... E: I think we could.

Phone rings.

L: Hello. Howya? Ah I’m still in Clonmel now but eh. Alright yea. Are you, yea? Alright. Right, yea shur, 
I’ll.. I shouldn’t be too long. Right grand. All the best. Good luck.

Lory: So Eoin, I see you’ve got some catholic imagery in your t-shirt, does that amm... come through in 
your song writing? Eoin: Everyday... I’m a very religious man...

E: I would say it’s very much melody based. L: Yea, but it’s not like you know a lot of bands work out 
playing together, get a good riff and the lyrics come after. Rhythm based more so. E: Some of the 
stuff we did, we were searching for lines as well. L: There is always a line at the start of it. Usually 
begins with a title in your head or a lyric that you want to get down. In fact, I never write a song 
sitting down, I rarely ever write a song at the start with a guitar or keyboard. You just come up with 
a line. E: That’s what I actually did with Twisted Heart, ‘let’s go sailing’ and then Mr. K was langers and 
he finished the line with ‘and wear berets and cut our coke on serving trays.’ I asked him could I have 
that line and he said, ‘yea you can, yea you can.’ And then I was there one night, I was in Phil Carroll’s, 
coming up with the chorus, thinking about it, ‘And with a twisted heart I operate.’ It’s kind of cool. L: 
I’ll tell how ‘You’re One of us now Hero’ came about. I was in... this will destroy the song for you.. I 
was in after school study and I was there... maths book out, doing some homework and there was a 
question for some equation, ‘List the possible outcomes.’ I was like fuck that, tore off! ... No mystique 
at all. (laughs) 



Eoin Hally & Lory Kenny
Musicians

E: Well, live shows are the most important thing really. Especially nowadays, you need to be a really 
good live band to make money... not that we make money, not that most bands make money. But to 
actually get somewhere, you need to be really good live. If you look at Fight like Apes, their music isn’t 
the most intellectual, lyrics wise, but it’s awesome music for just going to a gig, and having a good 
time. And the show that they have and all the antics on stage, like if you went to a festival and you 
might only remember one or two bands, but love them or hate them, you’d definitely remember Fight 
Like Apes and that’s an important thing. L: It’s where the personality comes through. Each member 
of the band. E: Yea, same with the Yeah Yeah Yeahs and Karen O. L: Yea, if you look at that band, 
distinct characters. It’s not just a front man and six homogenous members in a backing group. E: Yea, 
there’s three real personalities. 

E: It’s important to be good in the studio though. I prefer recording. I prefer that process of recording 
and writing, than playing live. I love playing live as well though but recording is so hard but when it 
goes well, it’s really worth it. It’s cool to build. You just start off with something like a drum track and 
then build things up, and you have as much freedom as you want really. But then there are pitfalls, 
like putting in too much that you can’t recreate live. L: If you’re starting from scratch as a band in 
a room, trying to get songs together, it’s a headache usually, especially working with something like 
five musicians. If you have a sound in your head that you want to get, its very hard to get it. Unless 
you rigorously tell everyone what to do and that doesn’t really work either. Its a lot easier to get the 
sound you want when you record it first. E: Although it wasn’t easy to get our sound live at all. L: It 
changed, it’s the way it has to be.

E: What do you think comes first then, lyrics or melody. L: Both together, lyrics and melody. They 
both share equal importance. I hear the words with the melody. That’s how I like to do it anyway, I 
don’t write them down till I have the melody in mind. E: I never get the melody, I just get the lyrics 
by themselves. L: That can work too. It’s nice to switch them around, write a lyric and give it the 
complete opposite melody to what it should have. Write something extremely happy and then give it a 
haunting melody. E: I don’t know, I think melody might be a little bit more important, in terms of doing 
hits. L: I’d put them fifty-fifty. E: I’d put them fifty-fifty initially but if you think about. If you look 
at like stupid pop songs, like Spice Girls or something like that, they’ll get stuck in your head and the 
lyrics are absolute bollocks but they’ll still get stuck in your head. Its the lyrics your singing, but 
it’s the actually melody of that. L: Yea sometimes you can have a good melody in your head and write 
absolute nonsense to it. E: Yea, like Mona Said Goodnight... (laughs) L. It’s nearly absolute nonsense... 
though I made a bit of an effort. E: I jest of course. L. The parts that are nonsense in that, are the 
parts like ‘Hey we go slow now, switch the radio now.’ That’s just purely for the rhythm. Sometimes 
you’ve melodies that you can’t write anything specifically to them, you have to just shape the words 
around the melody rather than the melody around the words. I love... my favourite kind of lyrics are 
those that make you feel. You’ve got a certain two lines that give you an image of something that’s 
real nice to picture, and then the third line can be a thought, something to think about and then back 
again. You’ve got to mix it all. Something that’s kind of a literal statement... not a statement... but 
just a mix, imagery and thought. Hits you on two levels. E: Yea, it’s good to have that kind of image 
that when you sing it, people can see it straight away. I think for a collection of songs, I think setting 
a place is kind of an important thing. Like the seven songs we do, I think they all sit well together... 
A futuristic 80s landscape. 

L: I’ve loads of different situations or zones that I get into when I write... a ten year old sitting in his 
room playing his sega mega-drive in 1993. That’s one of them, just that image, that sound that you 
can imagine. You know the quays down there, I often try to get there. You know the feeling you get of 
being around a place, the memory you have. I try to capture that. Not that it comes out anything like 
that in the music, but it’s a place you get into that make you feel ‘poetic’.(laughs) The songs we write 
are definitely based around pubs, streets... drink. That kind of scene but trying to get a bit higher 
than that. E: Yea, it sounds different but it’s got that retro sound... I don’t know, but whenever I think 
of those songs, I just think of Fethard. L: It’s what goes on inside the mind during a typical weekend. 
But not like, ‘Out last night, drank five pints and you were not there.’ (laughs) E: Like, ‘Twisted Heart’, 
I wrote that while I was in Phil Carroll’s pub... twisted. And ‘Traffic Flow’... and ‘Before you smile’... 
So... I don’t know. L: I remember I wrote ‘Cry in a street’ the morning after the Autocats first gig in the 
Piper. That’s one that I remember clearly writing. E: Were you drinking red wine the night before by 
any chance? L: I think I could’ve been alright. E: We should’ve got Rat in here to talk about Stone Mad 
Music. L. Music, it’s a feeling innit? It’s like that whole Elvis Costello quote, 

‘Talking about music is like dancing about architecture.’ 

It’s true, you only sound like a ponce when you try to describe it.

Phone rings.

E: Hello. I’m not sure what I’m doing. Ok... See ya out there. Goodbye.

E. So then, what do you think about looking a certain way when you play. Like what you wear, would you 
take that in mind. L: I do sometimes... sometimes I just forget. It is important though. How you present 
yourself. You have to kind of look in accordance to how you sound. E: For sure, the music would inform 
how you would look, I suppose. L: I probably couldn’t dress how I normally would, while playing with 
the Superblondes. I’d be wearing scruffy 70s clothes. E: Well it would look wrong if we were to dress 
like country singers. L: Which is what I often dress like. I dress like a country singer, what can I say? 
(laughs) E: No but it would look wrong, for the music we’re playing. L: Yea, it’s definitely important. 
Image. I saw a documentary on the Clash, and they got in, what was it, the bassist got in late. They 
bought him all his clothes.. ‘This is how you have to do it.’ They were really strict about that kind of 
thing. I mean it’s not essential, but it helps. It makes more of an impression on people if you do have a 
certain image. If you watch Jools Holland or something... A lot of the time, you can hear a bands song 
and it doesn’t make much of an impression and then you see them live, you see them perform, and then 
the look hits you as well and sometimes it can convert you a bit. I saw Crystal Castles for the first 
time actually perform on Jools Holland maybe two weeks ago. It completely changed how I hear them 
now, knowing how it works. How it actually happens. She has a real powerful presence. She looked 
very strange, in an appealing way. E: She looks like a skeleton. L: Almost a ghost. 



Populace Inclinations

Two teenage lads get on the Dart at Blackrock station, they talk about Leinster schools rugby from 
there to Grand Canal Dock, whereon one remarks “What is that cool building over there anyway?” and 
“Dunno, but it’s cool though!” the response; the building not immediately visible from the Dart station, 
but they are clearly referring to Liebskind’s under construction Grand Canal Theatre. The Liebskind 
aesthetic perhaps debateable in architecture circles, but if debate (or indeed concurrence here) is 
sparked by two otherwise-indifferent-to-architecture schoolboys, does it not thus serve a worthy 
purpose. Lads of this age and aspiration will be inclined to the skin-deep beauty of Miss Ireland 
auditionees and will inevitably be seduced by Liebskinds, Gehrys and Hadids; their aesthetic ascribes 
to populace attention and maintains a needed interest in architecture, but what of those involved in 
the field, he sitting opposite the two lads for instance; our aesthetic fancies, be they architectural or 
otherwise, are inclined in specific directions and carefully crafted in the school in which we are taught. 
Our educated concern will be function and form, our assumed taste will consider the aesthetic with 
the verdict in this instance perhaps ‘acceptable’ because it is relatively hidden and doesn’t overbear 
as the Conference Centre does.

Who among us didn’t design a daft building in first year? First years, don’t worry if you’ve been asked 
to design some rowing club pavilion and you just do an upside-down boat, this eegit did a circus tent 
for a yoga room! But such is first year, preconceptions will be misconceptions and concepts inevitably 
too literal, and what would Gehry have done in first year other than crunch up some butter paper 
and arrive at his one-trick-pony epiphany. Aesthetic, of course, is subjectively considered in the eye 
of the beholder, an architectural cliché, ought to follow function but will there be sufficient concern 
over aesthetic if functionality is sound? And what of the reverse? Don’t we need ugly things so as 
to appreciate beautiful ones? Do we need starchitect spaceship buildings to maintain a populace 
interest in architecture? Or will really bad ones like the National Conference Centre realise the same 
end? Will someone ever gracefully demolish Hawkins House? Will mock-Georgian windows continue 
to be employed in picked-from-a-book one-off houses on the ever spoiling landscape of west Mayo 
where Georgian gentries would have only gone to if they took a wrong turn on the way to hell? Can 
populace inclinations be leant to our learned tendencies? Hardly likely. We can but persist with their 
education.

Neil Ginty
Architecture Student

©Angelo Failla



Building this canoe was a journey into the unknown. I had worked quite a lot with timber before but I 
had never built anything this big, let alone something which would need to keep a person afloat and 
alive. Knowing what I know now I probably would never have begun. But blissfully ignorant of what lay 
ahead, I started to build a 16’ cedar strip canoe.

The first thing that struck me was the aroma of the timber - it was spellbinding. Sanding, planing, 
shaping, every task released the treasure of the cedar into the workshop. The scent filled the room.  
I looked forward, every evening after work, to arriving at the workshop, just for that smell.  

The cedar had an incredible ability to take on any form I imposed on it.  It would have to assume quite 
unnatural conditions in order to achieve the beautiful lines so necessary to slice through the water 
with the slightest of effort. Every curve of the timber was designed to that purpose and the answer 
to every contorting request was “Yes!”

Over the passing years I have enjoyed paddling around the lakes and rivers of Ireland, but nothing has 
come close to the experience of making my cedar strip canoe.

Alen O’Farrell
Architecture Student



Gemma NicConchra
Architecture Student



Marco Heinrich
Head Chef

Something round. Something square. 
Different shapes. Different textures. Different colours.  Different plates. 

Building something high. Creating a base.

You always want to try to put different things together.



When exploring the subject of aesthetics, I wish to concentrate my mind on the experience of 
architecture. For me, the understanding of real beauty in architecture is only truly to be found 
through experience.

These moments of aesthetic pleasure are rare. They are, at times, highly personal and occur in an 
unexpected place, at other times, they are more predictable and can occur during a long anticipated 
visit to some architectural exemplar. It is the combination of a number of factors that heightens our 
senses towards beauty. But when one experiences it, one instantly knows it and is moved by it and I 
believe as architect we must learn from these aesthetic experiences.

It was in the Church of St. Benedicts Abbey at Vaals by Architect Dom Hans van der Laan that beauty 
last revealed itself to me.(ill 01)

In his Pritzker Prize acceptance speech in 1980, Architect Luis Barragan said ‘to my dismay, I have 
found that an alarming proportion of publications devoted to architecture have banished from their 
pages the words beauty, inspiration, magic, spellbound, enchantment, as well as the concepts of 
serenity, silence, intimacy and amazement. All these have nestled in my soul, and though I am fully 
aware that I have not done them complete justice in my work, they have never ceased to be my guiding 
lights’.2

On that day in Vaals, I discovered all those ‘banished’ emotions and ideas. I found emotional pleasure 
in my cognitive and perceptual evaluation of that space and out of that aesthetic experience I found 
a concept for architecture. For what separates art from science, art from craft, for me is emotion. 
Emotion has a central role in creativity but also in the appreciation of beauty. Emotion is personal, 
particular, philosophically ‘unbridled’, raw and powerful. The appreciation of beauty, like emotion, is 
hard to define universally, difficult to quantify or systematize and as such evades reason. It is too 
easily dismissed from the critical debate that surrounds architecture.

Joy and pleasure in the beauty of things (or buildings) reveals vulnerability and as such is seen 
by many as a weak basis for science or philosophy. Deep feelings are hard to express, articulate 
and share with others. As creators we wish to instil these reactions in our work but in the culture 
that surrounds us we find it easier and more acceptable to seek out and describe what we dislike in 
architecture rather than surround ourselves physically and intellectually with what we love or find 
beautiful.

The appreciation of beauty in architecture relies heavily on visual perception. The eye, to be useful 
at a physiological level, must work quickly and is often not thought of as an intelligent activity or a 
source of useful intellectual insight by many architectural theorists as their knowledge and ideas can 
take many years to evolve. They choose to ‘read’ architecture as text, layering their discourses with 
multiple cultural insights but at each point stepping further away from the reality of seeing. For it is 
through the immediacy of visual perception that we architects truly evolve our cognition, judgement 
and process the images in our own minds (our imagination). We have to heighten this awareness of 
seeing, train the eye and out of visual perception make architectural ideas. As Leonardo Da Vinci so 
eloquently states, “Do you not see that the eye embraces the beauty of the world... and it triumphs 
over nature, in that the constituent parts of nature are finite, but the works of that the eye 
commands of the hands are infinite”.3 This is the role that aesthetics can play in architecture not as 
passive appreciation but as an active participation in its genesis.

Spatial Viscosity - Aesthetic Experience in Dom Hans van der Laan�s Church of St. Benedicts Abbey at Vaals 

‘Nihil in intellectu nisi pirius in sensu 
    - without seeing there is no intellect.’1



So what beauty did I ‘see’ that day in Vaals. 
I saw a palatable softness in the space, a 
softness of light, a softness of shadow, a 
softness of colour, a softness in material 
and form. It demonstrated a subtle beauty, 
the mulplicity and complexity of natural 
light overlaid and refracted through 
rational architectural form. It was to me 
a beautiful and ‘viscous’ space. (ill. 02)

I also took pleasure in the church’s ‘Noble 
simplicty’4 as Van der Laan describes it. I 
loved the proportions and how the rhythm 
of the clerestory windows played with 
the light to create overlapping shadows. 
I loved how the sloping floor set one’s 
sightline on the liturgical cross on the 
altar and how the spaces seemed to be 
directly negotiating with the forest of 
trees and natural world beyond. I loved the 
use of simple materials, the smoothness 
of the power-floated concrete floor and 
the stained timbers in the ceiling. I loved 
how the lime render softly articulated 
yet unified the bricks in the piers and 
walls into a continuous surface with 
rounded edges. I loved the greenness 
of light and the thickness in the air.

There seemed too to be humanity in the 
space and forgiveness in its construction 
and finish. There was a spatial robustness 
and simplicity that held one’s attention 
fully and also recognized through building 
and craft that some things do not really 
matter - like perfect finishes. What did 
matter in this church of course was the 
need of body and spirit, the sound of the 
monks’ voices filling and transforming 
the room at afternoon prayer, their 
ceremonial entrance into the room and 
how they each ritually took their place 
in the stalls and my spiritual connection 
with that event. What did matter too 
was the sublime beauty of this place 
channelled through my senses, perception 
and cognition and my immersion in ‘viscous’ 
space, which was for me a new sensation 
in architecture and a beautiful experience.

Completed in 1967 as part of a thirty-year 
project to extend the existing monastery. 
Through the church at Vaals, Dom (Father) 
Hans Van der Laan not only created the 

space that forms the liturgical heart of his own religious community, through its construction he 
attempts to realize his universal theory of ‘Architectonic Space’. For Van der Laan too relied on his 
visual intelligence, a way of seeing, to seek out a divine or abstract order, a proportional system or 
‘plastic number’ to apply architecture in order to rationalize visual perception and thought and create 
beauty and the sublime.

‘The purely material motivation of the measures of form and space - the demands of material, 
technique and use - is accompanied and as it were inspired by a higher motivation that aims at 
intellectual satisfaction rather than physical well being. Just as we ourselves combine body and spirit 
in one being, the ‘house’ as a thoroughly human product serves both body and spirit at the same time. 
This reflection of ourselves in the work of our hands is a source of wonder and sublime enjoyment; 
overlooking all immediate satisfaction of body and spirit we direct all our attention to the union in a 
single form of what satisfies the body and the spirit.’5

Here I believe that Van der Laan draws on Immanuel Kant’s philosophy on aesthetics in his thinking on 
beauty. For Kant, the experience of beauty requires comprehension intuitively using imagination and 
understanding. But when imagination and understanding are applied to the overwhelming sensation of 
the sublime they fall short. In this failure to comprehend the infinite, thought or ‘super added thought’ 
(as Kant describes it) is applied and the boundaries of the experience are recognized. In this deliberate 
act of the mind one senses the transcendent power of reason and feels the sublime.

In the physical making of space, Van der Laan finds the transcendent power of reason in the man’s 
fundamental understanding of ‘size’. This is demonstrated most clearly in the proportions of the 
ancients. True measurement for Van der Laan is not based on numbers or counting or units of length 
but on an instinctive measuring of form or ‘size’ which is purely sensory. His main theoretical discourse 
in his writings and work lies in the intellectual determination of this perception and the systemization 
of the infinite variations of ‘sizes’ that occur in nature, Megalithic, Greek and Roman architecture. 
Through this process he wishes to create new architectural insights or ‘instruments of order’.6

Van der Laan draws upon his experience and extensive studies of Stonehenge (ill.03) and Vitruvius’ 
theories on proportion or Eurhythmy (ill.04) when making his church. He uses the thickness of 
the walls (‘the visible thickness’)7 as the smallest form of architectural space, the spatial unit of 
measurement from which the size of the developed space is proportionally derived.

In his writings, Van der Laan also explains the reason for a wall’s articulation as an arcade in open 
and closed parts - a single dyad of solid and void, ‘First to allow us to enter and so experience, the 
space within; secondly, to reveal the wall’s thickness, and to make it visible as a form; and lastly to 
make the quantity of the wall knowable’.8 For him, these are the ‘three levels at which human existence 
encounters the spatial given’9 in architecture. Within Van der Laan’s architectural triad, I experienced 
another beauty, something more personal and special to me, a ‘viscosity’ in space.

This is aesthetic experience and I wish to understand it in terms of perception. I also wish to 
understand how it was conceived and achieved through architecture. More importantly I now wish to 
explore ‘spatial viscosity’ through practice for I, too, like Van der Laan, am interested in the nature, 
creation and appreciation of beauty in architecture.

Dermot Boyd
Architect
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6. Ferlenga, A. & Verde, P. 2001: The instruments of Order. Dom Hans van der Laan. Architectura & Natura. p44
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To look at any man-made object and imagine the sheer sacrifice and discipline
 without which it would not exist.
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