
 This talk is amongst oth-
er things about borrowed time, 
and it’s no accident that today is 
a Leap Day. Leap Year occurs ev-
ery fourth year to moderate the 
effect of the Earth’s orbit of the 
sun;  the journey is not exactly 
365 days. We are interested in 
how this idea of a drift between 
the fixed time of our calender 
year and the astronomical sea-
sons can inform how we work. 
 We work in the rural 
town of Callan in County Kilken-
ny, which has a rich heritage, 
albeit often overlooked. Since 
the early 1800’s Callan has had 
the nickname ‘Callain ui Chlam-
puir’ or ‘Callan of the Ructions’, 
with some of these disputes 
centred on contradictory or 
subjective notions of time, like 
the bitter referendum in 1956 to 
determine if Callan would ac-
cept the government imposition 
of ‘Official Summer Time’ (which 
was won by the ‘New Timers’). 
Though this dispute may seem 
quaint, for us there is an excit-
ing possibility that emerges in 
such moments of rupture, of 
questioning. 
 In the summer of 2014 we 
focused our attention to devel-
opment of a semi-derelict wing 
of Callan Workhouse, which 
was in transition from artist 
studios, to what is now Callan 
Workhouse Union, a shared 
facility for art, research, design 
and community activities. We 
were at the end of a five year 
research project into the built 
environment of the town, called 

concrete in an ancient stone 
work 10km south from Callan at 
Knockroe. On the winter solstice 
the megalithic passage tomb 
aligns with the sun’s rays at 
sunset. 
 Our research through 
our residency began with such 
examples of artists, and people, 
producing material responses 
to, or production of, the intangi-
ble phenomena of time. In the 
National Sculpture Factory we 
encountered a public artwork 
which led us to the question - 
what are the demands of time? 
Evening Echo is a public artwork 
by New Zealand artist Maddie 
Leach located in Shalom Park 
near to the NSF. A series of  
lamps light up in the park on 
the last night of Hanukkah every 
year to acknowledge the Cork 
Jewish community and tradition 
who gave the park its name. The 
work encompasses an annual 
announcement in the Evening 
Echo newspaper, a remote activa-
tion of the lights, and an opti-
mistic commitment to at least 
50 future dates, with the possi-
bility that the work may last in 
perpetuity or also encompass its 
own demise. 
 Encountering Evening Echo 
together as part of our residen-
cy and the discussions that we 
had with the NSF team about it, 
was an exciting moment for us 
through the lens as we begun to 
think about how our activities 
and work at Callan Workhouse 
Union could be shaped. What 
does a 50 year responsibility to 

Commonage. Now, taking on a 
certain level of custodianship 
of a building for the first time, 
we were keen to learn from and 
with other organisations, and it 
was at this point that we saw the 
call for proposals to the new Im/
Plants residency programme at 
the National Sculpture Factory. 
While we were establishing the 
boundaries of our own ‘organ-
ising’, the call urged a proposal 
to ‘test, affect, or re-imagine the 
boundaries of what an art or-
ganisation can be through al-
ternative forms of production’.1 
The description of botanical 
implants as a methodological 
framework for the residency pro-
gramme (‘propagating’, ‘incubat-
ing’ etc) resonated with ideas of 
seasonality that opened up our 
own conversations into time and 
duration.
 In her writing on friend-
ship, Celine Condorelli has pro-
posed that as a form of support, 
friendship is a way of doing 
intellectual work together. 
 “If we were to engage in 
friendship in new terms, this could 
lead to what [Hannah] Arendt re-
calls in her friend Mary McCarthy: 
‘It’s not that we think so much alike, 
but that we do this thinking-busi-
ness for and with each other.’ 2 The 
‘thinking-business’, I believe, is 
work in friendship, and friendship in 
work.” 3
 So, our proposal to the 
NSF was such, let’s work to-
gether. We were at a juncture in 
rooting our practice, not just in 
a town, but in a building, and 

we were keen to ‘explore the 
ways that organisations can sup-
port, partner and collaborate to 
create strong networks of inter-
connected artistic experimen-
tation’. 4 Time was our concep-
tual anchor. As we brought our 
collection of contradictory and 
subjective notions of time in Cal-
lan to the NSF, we would learn 
together as we tested them with 
and within the factory.
 The same writer, Amhlao-
ibh Ó Súilleabháin 5 who nick-
named ‘Callan of the Ructions’, 
recorded annually the passing 
of the ‘laethe na sean bo riabha-
cha’ or days of the old brindled 
cow in a ten day period as March 
becomes April, a popular folktale 
of the time in the South East of 
Ireland. When we came across 
the story in 2012 we activated it 
with a retelling. In this story the 
personified month of March cuts 
a deal with April to borrow sev-
eral days so that he can continue 
the chaos of March weather and 
exact revenge on a complaining 
cow. ‘Borrowed time’ is a phrase 
that we usually associated with 
the prolonged life of someone 
who is terminally ill, but in this 
case time was borrowed from 
elsewhere. We generally assume 
time to be passing at a fixed rate 
and yet our own language be-
trays this knowledge. How can 
time both ‘stand still’ and ‘run 
on’? What if we were to take 
these phrases literally? The need 
to mark the passage of time 
and not just experience time 
as a continuous drift is made 
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HTWT discussed the ‘sharing 
economy’, a term, ‘most familiar-
ly understood in terms of sharing 
tech platforms as well as structures 
enabled by these such as Airbnb and 
Uber, brings two ideas together in 
an uncomfortable fashion for many 
who suppose that art’s mission 
(and especially state funded art) is 
to share aesthetic experience freely 
without recourse to economic think-
ing.’ 9
 Although this extreme 
pressure is not yet overt in the 
context of funding structures for 
the arts in Ireland, it is clear that 
the globally celebrated phenom-
ena of online sharing platforms 
is displacing local economy and 
the arts is caught between two 
stools; promoting sharing as a 
political act of accessibility and 
commoning on the one hand 
and resisting the model of shar-
ing that displaces economic 
sustainability on the other. If 
the arts as a sector is thus far 
unable to articulate infrastruc-
tural decisions based on political 
ideology rather than economic 
drivers (which Phillips assert it 
is), how do we resist demands to 
‘corporatise sharing’ 10? And can 
we still make room in our organ-
isations for empathy?
 In a discussion with Avery 
Gordon about Rancière’s La nuit 
des prolétaires : Archives du rêve 
ouvrier (1981), Celine Condorelli 
states ‘What’s beautiful about that, 
is the suggestion that friendship is 
a way of doing intellectual labour 
together, and also as an escape from 
work, in order to become more than

in the endeavor to experiment 
together.
 In Spring 2016, more than 
a year since we began our Im/
Plants residency, we can reflect 
some more on the idea of friend-
ships and collaboration between 
organisations. Sharing resourc-
es, and partnership is not new 
territory in arts organisations, 
especially as in recent years we 
have witnessed such an over-
whelming  decrease in funding 
to the arts. The effects of the re-
cession however have not entire-
ly masked a neoliberal agenda at 
work in Europe which has seen 
the closure of many national in-
stitutions, and a pressure on arts 
organisations to adopt ‘business 
models’ akin to new modes of 
entrepreneurialism in the 21st 
century. 
 Celine Condorelli’s re-
search on friendship led to a 
commission with the How to 
Work Together (HTWT ) project 
in London, developed through a 
strategic partnership by Chisen-
hale Gallery, The Showroom and 
Studio Voltaire in 2012. The proj-
ect had come together as a bid 
to the Arts Council of England’s 
Catalyst initiative which was 
set up to engender new modes 
of financialisation and cultural 
economy within the arts. Andrea 
Phillips’ report on the project is 
scathing in her positioning of 
the agenda of this initiative and 
the vulnerability of the arts sec-
tor to the political and economic 
ideologies crashing in on it. 8 A 
seminar in March 2015 as part 

an art work mean to an or-
ganisation? How does it orient 
programming decisions? In a 
moment when the culture of 
our arts infrastructure in Ire-
land is reliant on year-by-year 
funding decisions, here was a 
commitment to a future beyond 
the individuals currently tasked 
with it’s realisation. Even beyond 
the responsibility to the work, 
there entails a responsibility to 
a community, and one which is 
vulnerable to having a contin-
ued presence in the city. 6 Could 
this art work act as an ongoing 
link between this community 
and this place? Therein was 
another provocative question, 
what is the responsibility of arts 
organisations to the communi-
ties and to the public space that 
they endeavor to engage with?
 We talked for quite some 
time through our residency 
about how people have tried to 
control time. All kinds of devices 
have been invented to bring new 
ways to measure, calculate, or-
der time - to make sense of time. 
We discussed creating a volvelle, 
a simple rotating paper device 
that could contain not just a 
calendar but myriad possibilities 
for ordering and organising how 
to read that calendar. Through-
out history measuring time 
was the preserve of those with 
the means to acquire intricate 
and beautifully crafted devices 
such as astrolabes, sundials and 
nocturnals which all use the 
position of the sun or stars to 
determine an accurate time, or 

the exquisite early clocks and 
watches, handcrafted in pre-
cious materials. Indeed, we were 
intrigued with the clock making 
tradition in Cork and were told 
that the recently restored Shan-
don clock is a ‘four faced liar’. 
But do we find the truth in time? 
 Writer Paul O’Neill de-
scribes ‘being with’ the objec-
tives of a work which can consti-
tute new modes of relations and 
engagement with public art. The 
multiple encounters and modes 
of interaction ‘has a destabilis-
ing effect’ on the notion that 
public art, and certainly con-
temporary public art is located 
with a fixed time and place in 
which to encounter, experience 
or participate, thus problema-
tising arts role in processes of 
civic engagement and public 
discourse. ‘Duration is problem-
atic because it is presented as a 
solution for art’s social contra-
dictions, whereas the only viable 
political solution must be to 
problematise time for art’. 7
 Mid-way through our 
residency  and our research, 
an opportunity arose through 
a partnership with Cork Mid-
summer festival to produce an 
event on the Summer solstice. 
We developed an event to take 
place on 21st June beginning in 
the early evening, and ending 
shortly after sunset - sometime 
before midnight. This opportu-
nity allowed us to activate some 
of our research but also on a 
larger scale, to ‘test, affect and 
re-imagine’ through working 

with NSF.
 The factory floor at NSF is 
an impressive work space, a very 
active place where materials 
undergo many changes - met-
als, stone, glass. Drawn to this 
sense of alchemy, we were keen 
to situate the twilight activi-
ties within this very particular 
atmosphere. Ruth Lyons was 
working with salt on the factory 
floor, carving and polishing salt 
rock mined in County Antrim. 
For Time Machine, Ruth installed 
Afterings, a series of salt vessels, 
throughout the factory floor, 
spot lit as the natural light re-
ceded. Ruth’s material is mined 
from a salt seam that runs from 
Ireland to Russia. Further afield 
the Asse salt mine in Germa-
ny ceased to operate in 1965 
and was subsequently used 
under the auspices of research 
to house nuclear waste. The 
Anthropocene is an emerging 
geological epoch that signals a 
distinct geological change in the 
body of the earth, as a result of 
human activities on the earth’s 
eco-system. As we emerge from 
the Holocene an epoch spanning 
over 11,000 years, the question 
of how we store radioactive 
waste deep underground con-
tinues. Currently scientists are 
seeking ways to contain radioac-
tive waste underground for up to 
10,000 years and in doing so are 
imagining what form of society 
might exist, as all future gener-
ations will be custodians of this 
buried radioactive substance.
 Other Slippages, a short 

presentation on erosion was a 
performative lecture in which 
visual artist Sarah Lincoln ‘re-
sponded to particular remnants 
along a stretch of Co. Waterford 
shoreline’, an area she grew up 
beside and knows well. Through 
images, text and sound Sarah 
uncovered how various geologi-
cal, historical and economic/in-
dustrial forces have shaped this 
particular landscape. Elsewhere, 
this artist is also working with 
the subterranean remains of the 
coal mining industry in north 
Kilkenny. Sarah’s work brings 
forth the question of what hap-
pens to knowledge of particular 
landscapes when these local 
industries no longer exist? The 
question of permanence in our 
relationship to knowledge of the 
earth, as these industries move 
to the folds of history is shaken. 
 In keeping with the Cork 
clock making tradition, Phillip 
Stokes opened the evening with 
a history of the human endeav-
or to measure time, and sound 
artist Paul Hegarty disrupted the 
smooth course of the night with 
performances with found ob-
jects and pre recorded sounds at 
the extremities of pace. 
Katherine Waugh’s filmic jour-
ney and talk titled Time’s Cre-
vasse provided philosophical and 
perceptual shifts in how time 
can be understood. The ‘learning 
together’ of this event as with 
all events on ambitious scales is 
pragmatic as much as concep-
tual, but the distillation of the 
event in our research has been 

one’s work, more than a worker.” 11

 Finishing the Im/Plants 
residency is not an end to this 
body of research. It’s an ongoing 
conversation for us in our shared 
work as curators, and between 
Callan Workhouse Union and 
NSF. Before ending this talk  we 
draw attention to Black Moun-
tain College, established in rural 
USA in the 1930s and driven by 
an approach of experimentation 
and collaboration, of learning 
and ‘doing together’. It’s this 
spirit that the Im/Plant residency 
and NSF afforded us. A chance to 
do work together. 
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