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Hel thematic nests

/@ *‘ft"l tenacity. Owens’

ject here is realised through
'l sctllpture, drawing and sound.
{'Séveral of the pieces are made

media which make the
labour of art-making
itself delicate and trans-
portation/storage
difficult. It is no accident
that so many women
artists are drawn to
working with materials
that are fragile or
disappear. Women's
relationship to
absence/ephemerality
and to the quotidian
labours of private space
make it no surprise that
such artists return so
regularly to these realms.
Owens’ Self-address has
a different take, it haunts
such space in a different
key.

Entering the Main Gallery
at the Triskel, one approaches
a collection of curt shapes
attached to the far wall. They
read immediately as dresses,
but it isn’t clear what they’re
made of, and we have the
length of the gallery to work it
out. Their detailed brown
contours suggest at first, that
these feminine icons are
carved from wood.
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ulet\ geégtﬂ}.‘lhy belies the

opemi(sns of female activity.

uth \Qb“jects are resonant

 ma ng is as much part
of}?e work' as the object

‘\f:\itsél The ‘quiet repetitiveness -
. % 'of these dresses, the same

‘shape, but marked differently,
suggests a femininity wound in

repetitive labour. These

caricatured little dresses stage

a performance in which
women are represented

metonymically. Bodies, clothes

and cleaning are profoundly
unsettled here, and mark a

mourning space in which
stain-removal is a poor joke
on a femininity symbolically
constructed as ‘stain.’

In powerful contrast to
these dresses is Owens’
collaborative sculpture with
designer Lainey Keogh. This
‘special fabulous thing’
(Owens) is a curvicular form
covered with Lainey’s fabric.
Femininity haunts its bi-lobal
shape. This sculpture carves
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effect of ~
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sugg'est an elaborate Corﬂ'ure:-
rows of golden pin curls " ™
framing no face at all. Its SlOW’
turning in the air of the
gallery is in marked contfast "~
to the parading-dresses slapped ~
against the gallery wall. This
counterpoint is an |mpormm
one, since’ representation of
femininisy is caractérised
(despite postmodeznity) by thé
glorious exception, singular =
and gold;en as she is here, and

__absolutely removed from the

grubbiness of the stain-tending
masses. .

As well as the physical .
objects in the space, Owens

feeds a series of audio
recordings of women’s stories
about dress through a sound
system into the gallery. The
anecdotal, chatty,
documentary voices suggest
veins of narrative that settle
and move away from the
objects in the space. Women’s
relationship to dress is staged
between the easy-chat of
telling a story, and these
symbolically slippery objects.
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= out for the evening, “If this *

~~knitted gold lamé bikini (op

7
fu l.msenling
- woman

dgcnbes in bubblj detail how

\
A

s fells of her hﬂsband slow}y
cutting-up. the appatently, ,';'

7
were to-go missing I could "~
‘never replace this,” said of 2 s

There are cameos of
embarracsment—the dress ™
Acaught in the buttoned fly
“during a dance; breasts
exposed in-error. One of the
women says-of a teale green
dress “when you put it on, it’s
like skin.” In this exhibition,
in which bodies and fabrics
seenrinterchangeable,-such a
comment seems o sum. up
much of the essence of Self-
address.. .

Along one of the side
walls of the gallery, and quite
missable in its understatement
is several metres of white
muslin, only an inch or so
wide and carefully attached to
the gallery wall. The fabric is
fixed to look as if it emerges
directly out of the plaster.
This little sculpture, this half- g
hidden fissure, is perhaps the
most unsettling of the work "
here. Along its open side, a .
careful blanket stitch is sewn
in mustard-orange thread. Its .
subtlety betrays a quiet
power, as the loose blanket
stitch prevents the gallery
walls from fraying. Tiny
repetitive loops, caught
loosely repeat the hues of the
tea stained dresses and
Lainey’s shining filaments. It
suggests something held back
quietly from fragmentation-

Self-address is thoughtful
and thought-provoking work.

Its tissues of paper, textile and
flesh haunt its performance,
suggesting bodies that don’t
fit, and femininities haunted
and pleasured by dress.

Writer and performer based
in Cork; teaches
contemporary performance
practice at UCC; co-director
of half/angel (a performance
production company)
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