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Barry Flanagan at Tate: hare today, but not gone tomorrow

Richard McNeff

September I' | N&

Hare-raising ... Leaping Hare, &"*), by Barry Flanagan is on display at Tate Britain. Photo graph: Tate/estate of Barry Flanagan/courtesy
Plubronze Ltd

A conversation with my friend Barry Flanagan could be a baffling affair. Stiffly whispering one
minute, barking jokes the next, he delighted in word play and biographical confidences easily lost on
the listener.

Sometimes in mid -flow, the sculptor paused. Then he leant forward and sni ffed the air, with his
chiselled features and unruly greying hair, the image of the animal he had made his trademark b he
hare.

In &"$", inspired by one of these creatures glimpsed on the S ussex Downs, he bought a dead one from
a local butcher and modelled it at his East End foundry. His | eaping hare was instantly iconic.
Bordeaux wine producers and Japanese hoteliers queued up to buy one. He represented Britain at the

Venice Biennale in &"*!. Showered with fame and money, he was a trailblazer f or commercially canny
artist-stars such as Hirst and Emin.

Yet the mercurial hare, als o a motif in the work of such key influences as Mir— and J oseph Beuys, had
pedigree in the out -there territory that Flanagan first explored in the &™) s and $)s when he was an
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adventurer on the furthest shores of conceptual art. But far fro m being a departure, the hare was an
integral feature on the journey Flanagan first set out on.

Born in Prestatyn, north Wales, in &"(& Flanagan resolved at the outset of his career to embrace every
direction, and poetry not sculpture was his first track. In ~ &"( -'%, with others at St Martin's art college,

he produced the magazine Sil%ons. His writings display a gift as formidable as that he applied to stone
and marble: prose and concrete poetry full of subversive, offbeat hu mour. Such poetry spilled over

into his sculptu re, inspiring titles such as aaing j gni aa.

As a sculptor, Flanagan rejected the stark metal str uctures of "girder -welders" like his tutor Antony
Caro and reverently stuck with non -traditional materials like rope and sand. He flirted with  Land Art
and Arte Povera. He made and filmed a hole in the sea off the D utch coast. He worked with Yoko
Ono. With some students at St Martin's and John Lath am, their tutor, he took a chunk of Clement
Greenberg's Art and Culture and chewed it for a work called Still and C hew. Greenberg, an American
critic, also advocated Caro's formalist school. Flanagan and his co ntemporaries recoiled, preferring a
less shackled approach. When the college library wanted th e book back, Latham returned the detritus
distilled in a vial and w as summarily sacked.

Family was paramount, and Flanagan brought up two dau ghters in Camden Town. He did casual
labouring to supplement art's meagre returns, but he dislik ed the way "money punishes art" and
resorted to making his own lino -printed currency. These Flanagan notes were issued in fives, tens and
fifties and were redeemable against his estate. He used them to pay for labour and materials. Yet when
real money came, he believed in unburdening himself of it as fast as possible. In &"$&he distributed
the payment he received from the organisers of Art Spectrum London for h is involvement in the new
%) decimal pieces at the show's opening at Alexandra Palace. A decade or so on, when the amounts
he received were much larger, he continued to display mind -boggling generosity, passing on his prize
money to a struggling young French sculptor, for exa mple, or sponsoring a young woman after
casually hearing her complain to her mother that she lacked the fund s to do a teacher training course.
For Flanagan, flow was the important th ing, with money as much as anything else.

He moved to lbiza in &"™$, which is where | first met him. In his dusty gree n cord jacket and
tradesman's cap, he became a fixture of the local artists' colony. His favourite drink was whisky,

though he made it cl ear he was a "pissed artist" not a "piss artist". Restless and itinerant, he moved
between Dublin, Barcelona and Amsterdam, keeping a room on perma nent standby at the Chelsea
Hotel in New York. But he brought up his second fami ly on Ibiza and met his untim ely death there
from motor neurone disease in !))"

His rambling house, which | visited on many occasion s, was fitted with wall -to-wall green carpeting,
something he stipulated for shows as well. He also used some walls of his home as a notebook. "Is it
my fault | chose life over employment?" read one scribble, a riposte made to a belligerent tax
inspector. Another notation, "the hues of the ripple", cry stallised the multi -faceted approach he
always applied, where different meanings revealed themselves in language and form like the layers of
the onion. He could be very droll, remarking that there was "so much stone a sculptor could get
indigestion" when we were driving among mountains.
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He called me his "spontaneous fixer" and it was in t his capacity | curated his show at the
contemporary art museum in lbiza in  &™!. Working with him could be hair -raising, and he was prone
to vanishing. On the morning of the Ibiza exhibition, I  tracked him down to the museum. He was
asleep in the gallery, keeping vigil over his treasures. The ample cellar of that &'th-century building
was filled with his own collection of &™) s and &"$)s work, making the exhibition a forerunner to the
one at Tate Britain. Some pieces were the same: the wood and hessian And Then Among Celts, for
example, or Light on Light on Sacks, a heap of sacks against a wall w ith a projector framing a square
of light on them. He bought those sacks (which were full of carob beans) from a bemused local farmer
on Ibiza. Rats would later infiltrate the museum a nd feast on the contents. Also on show there were
ceramics and pieces in clay such as Bes, in which the rounded, compres sed slabs evoked the
voluptuous Venus of Willendorf. Flanagan's work had a playful eclecticism: it showed his willingness
to take ideas from mythology, literature and art as divers e and sometimes heretical as his use of solid
material.

At work, Flanagan's mind drifted on still waters until  an idea struck like a tsunami. He made an on -
the-spot decision to run a ring of salt from Salinas ar ound two triangular works in steel, the white
crystals on the floor superbly setting off the rusting metal. Each of the triangular structures b jointly
called Homage to Mir—bhad a crescent, a wing and a large circle cut out of it, sy mbols first employed
by Alfred Jarry and later borrowed by Mir—.

Another ad hoc decision was to place The Penguin Book of Spanish Verse on top of wooden blocks
which already supported a female torso. The book sup ported a dark head and was opened at a poem |
had read to him. When the poem's author, Antonio Colinas, turned upt o give his blessing, | was glad
Flanagan had put his book -chewing days behind him. The poem celebrates the way a sculptor's wo rk
lasts beyond him. Flanagan's ingenious creations, full of verve and wit, su rely will.
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FRIEZE.COM

Barry Flanagan

NICK THURSTON

June ", N&$

Barry Flanagan, Sand Girl and Sand Pour, both &"$). Courtesy: & Model, Leeds

I have long wanted to watch the &'mm film version of A Hole in the Sea, which Barry Flan agan made
in & for Gerry SchumOs famous TV exhibition OLand ArtO. A preliminary variant, made as two
drawings in &"$, proposes the illusion of a hole in the canal water or sea water of Amsterdam. My first
encounter was with a still from the TV footage, reproduced in a catalogue as a conceptual photowork.
It must have been in the Leeds College of Art library around the turn of the  millennium. It was the
moment | realized that this Welshman cast more than the bronze hares that became his signature from
the early &™) s. From &"* through the &"$)s, he also cast light and played with its capture on bodies,
walls, fabric and film. Flanagan, light, the shoreli ne and Leeds have overlapped in my imagination
since then, yet | have never quite been able to square the formal weightiness of his monumental
statues with the lightness (in every sense) of his earlier practice.

Through illustrations, cards and posters, the mythos of hares and nature are dotted throughout OLight
Pieces and Other WorksO at & Model. Likewise, blue r ope, blue canvas, a blue fake bollard, blue skies
and blue valleys colour -coordinate the seven re-staged sculptures, videos and archival documentation
that make up the rest of the exhibition. Regardless of the s ymbolic connotations of these tropes, the
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show is led by the shifting interactions of light, sand a nd site of display across the three floors of ru n-
down office building occupied by this artist -run gallery.

The simple brilliance of A Hole in the Sea is that on e perfect dot manages to interrupt the infinite
swell of water, appearing both as a sunspot and a black hole: the marker of a greater phenomen on
above or the drainpipe to somewhere mysterious below. In doing so, it scuttles the surficial clichZ of a
shimmering ocean Bthe dappled charm of a sublime unknown onto which fantas ies can be projected.
As with his &"$) Super * film Sand Girl, in the bes t of FlanaganOs work matter appears both massive
and malleable. In their granularity, sand and water are materials that we can move through, can pass
objects through, can impress upon, but can never perfe ctly control. As the woman in Sand Girl
demonstrates, their surfaces and textures can be danced with to cr eate a performative equivalent to
FlanaganOs bettetknown sculptures from the late &") s. The prescient provisionality of these works
was built up from the poles, flax and cloth that Fla nagan stood, pinned and heaped in galleries to
establish his first signature style, before the bronze hares shi fted things towards the traditionally
heavy.

By coupling Sand Girl and a small pile of real sand, Sand Pour (&"* ), in the ground floor back room,
guest curator Jo Melvin introduces this connection as her organizational schema from the outset.
Compositional echoes ring between the variou s pile-ups presented, which also include One Ton
Corner Piece (&"$), Heap # & (&"$) and D in a more complex sense, because it depends upon
layering lights, material, the building and shadows B Daylight Light Piece ( (&"" ). A pair of pen -
drawn diagrams from &"$) shows outlines of flat colour planes leaning against a wall B a direct
reminder of the poise that was central to his work during t his prolific period. The best of both his
Olight piecesO and other préhare sculptures overlay their material on th e space of display or
performance like filters D at once projections onto its surface and interventions in its t exture b and
they seem to invite the space to push back.

"# & I"$ TENTH AVENUE
Y%&WEST !$TH STREET TELEPHONE !&! %'# (($(
NEW YORK, NY &)))& PAULKASMINGALLERY.CO M



PAUL KASMIN GALLERY

=IBROOKLYN RAIL

CRITICAL PERSPECTIVES ON ARTS, POLITICS, AND CULTURE

BARRY FLANAGAN Sculpting the Ephemeral

May & )&$

Barry Flanagan with Ho, &" . Photograph John Goldblatt used for the invitation card for  Barry Flanagan Salpture, Rowan Gallery, London,
August % September & &"" .

The first solo exhibition of work by the Anglo -Irish artist Barry Flanagan ( &"(&D!))" ) took place at the Rowan
Gallery, London in  &™ , the month he completed his studies at Saint Marti ns School of Art (how Central Saint
Martins). It occurred simultaneously with Claes Olden burgOs exhibition at Robert Fraser Gallery. Critics picked
up on shared concerns with soft sculpture, and Paul Overy pointed out that Flanag anOs work was intriguing in
that it looked soft, but in fact, was hard. &The exhibition included anthropomorphically shaped s culpture made
from plaster filled fabric bags, pieces hanging fro m the ceiling, and a pile of sand poured directly on to the
carpeted floor. He Owanted to project the show as if in [ his] normal working situation.O

When Flanagan exhibited at the Haus Lange Gallery in Krefeld, Germany he spent two weeks in August &""
onsite, making and installing the works. Materials included hazel sticks, plasticene, canvas and sand and light;
day light as well as projected light as sculptural components. Works were titled by date of creation or by medium
of production (three space rope sculpture ™ , & and a group of four light works named daylight light p iece &
&"" , daylight light piece !, &"" , and so on).
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A month later Flanagan was in New York to install an ex hibition at the Fischbach Gallery where he continued to
make works in situ including new iterations from the work shown in Germa ny. He included two new light works

made by daylight and projected light over a rectangu lar frame of brown paper, on the wall. A catalyst in the
incorporation of sculptural approaches to conceptual art practice, Flanagan worked most often in an ephemeral

mode. He remarked:

OThe convention of painting always bothered me. There always seemed to be a way of painting. With sculpture ,
you seem to be working directly, with materials and with the ph ysical world, inve nting your own organisations.O#

Today, photographs preserved in FlanaganOs archive alow glimpses of how original works were created and
installed in context with their surroundings, and serve as guides for understanding and recreating these
conceptual sculptures in the present day.

"# & I"$ TENTH AVENUE
Y%&WEST !$TH STREET TELEPHONE !&! %'# (($(
NEW YORK, NY &)))& PAULKASMINGALLERY.CO M



PAUL KASMIN GALLERY

Che New JJork Eimes

Roberta Smith

September &), )"

Sculptures by Barry Flanagan at the European Fine Art Fai r.

Barry Flanagan, a British sculptor who abandoned the i diosyncratic arrangements of common
materials that characterized Postminimal sculpture to make sly if relatively traditional bronzes of
exuberant, loose-limbed hares, died on Aug. #&in lbiza, Spain. He was "* and had homes and studios
in Ibiza and Dublin.

The cause was a motor neuron disease, said the PaulKasmin Gallery, his New York representative.

Mr. FlanaganOs apostasy was in may ways the defining characteristic of his career. It perple xed and
dismayed his admirers, turning many of them into detractors. B ut the hares also made him popular
and wealthy, with work represented in scores of museums, several u rban plazas and a few corporate
lobbies. In addition, these works injected an unusual formal whimsy and subversive irreverence into
the often staid convention of bronze figurative sculpture.

Mr. Flanagan did not consider his early work experime ntal and saw no reversal in his development, a
word he seemed to find suspect. In an often quoted s tatement published in Studio International in
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&"$ he wrote: OOne merely causes things to reveal themseles to the sculptural awareness. It is the
awareness that develops, not the agents of the sculptural phenomena.O

He put it more directly ina )" interview with Hans Ulrich Obrist, director of the Serpentine  Gallery
in London: Ol enjoy the third dimension and | appreciate m aterial in time and space. | find it exciting
to the eyes.O

Mr. Flan agan was born in &"(&in Prestatyn, in North Wales near Liverpool, where his father w orked
for Warner Brothers. He studied architecture and then scu Ipture at Birmingham College of Artin  &"%$
and &"%?* and attended St. MartinOs School of Art in London from  &"( to & .

His early works included a pile of sand, stacks of f olded burlap and dozens of short lengths of thick
rope spread on the floor. He was then perhaps best known f or sewn burlap shapes filled with sand,
which he called Oan elegant solution to the problem of making a three -dimensional form.O

His efforts paralle led and sometimes preceded innovations of Americans like R obert Smithson, Carl
Andre, Eva Hesse and Richard Tuttle. His pieces were v ariously classified as Process Art, Arte Povera
or Anti -Form.

He was represented in groundbreaking exhibitions inc luding OWhen Attitude Becomes FormO at the
Kunsthalle Bern in Bern, Switzerland, in  &"" . His first solo show was at the Rowan Gallery in Londo n
in & ; his first in New York was at the Fischbach Gallery. He re presented Britain in the &"*! Venice
Biennale.

Mr. Flanagan began sculpturing hares in &"$* or &", working from a dead one bought from a butcher,
partly because there wasnOt much else to buy that day and partlybecause of a vivid memory he had of
watching a hare leap across a field in Sussex. He capitalized on the animalOs elastic, elongated form,
implicit humor, libidinousness and sometimes demonic energy. He showed it stretched horizontally at
a full bound, or raised on its hind legs like a human, leapi ng around and sometimes dancing or boxing
with other hares.

Part of the sense of movement came from Mr. FlanaganG emphatic modeling, which seemed indebted
to MatisseOs, but was freer; the animal sometimes resembled a loopiny, abstract line, achieving the
modernist ideal called Odrawing in space.O His bronze pedestals often introduced heavier forms and
meanings: pyramids, anvils, a helmet, a computer and th e Empire State Building. He also presented a
hare in the pose of OThe ThinkerO by Rodin, his favorite artis t.

But there was more to Mr. Flanagan than hares; his br onze menagerie included elephants, cougars and
unusually graceful horses. Beyond bronze, he roamed th rough the history of sculpture and its
materials, carving in stone, working in ceramics, movi ng between abstraction and figuration and
occasionally even using found objects. He was also a fluid draftsman, a frequent etcher and a
sometime photographer. Litt le of his work beside the bronzes has been exhibited in the United Stat es.

He is survived by his companion, Jessica Sturgess; two daughters from a marriage to Sue Lewis, Flan
Flanagan of London and Tara Flanagan of Begur, Spain; a s on and a daughter with Renate Widmann,
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Alfred Widmann and Annabelle Widmann, both of Dublin and lbiza; a brother, John; and two
grandsons.

Profoundly peripatetic, Mr. Flanagan often maintained apartments in several cities at once, including
Amsterdam, Paris, London, New York (a t the Chelsea Hotel) and Barcelona and periodically tra veled
around Europe in a Rolls -Royce pulling an Airstream trailer.

When he turned to bronze, he became, as he put it, Oa tradesman,O as if his main task were to perfect a
valued craft and earn his liv elihood. But he more accurately characterized himself as Oan English-
speaking, itinerant European sculptor.O
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ARTFORUM

Barry Flanagan, Robert Indiana, Frank Stella, et al.

Martha Schwendener

Robert Indiana, LOVE, &"' B .

The utter lack of a theme makes this show something of a relief in a field strewn with exhibitions
devoted to everything from paradise to suicide. The only unifyi ng concept seems to be that most of the
works are sculptures (the notable exception being Morris Lou isOs solemn vertical canvas, which adds
some color to a back gallery otherwise dominated by bronze ). The three best works are in the first two
rooms: a recent Frank Stella with coiling aluminum and steel sprockets tumbling off the wall; an
eight-foot rusted -steel version of Robert IndianaOsLove &"" B'* ; and Nancy RubinsOntitled (Maquette
for San Diego),&"™, a small, dynamic arc made of pasted-together model -boat fragments. The show
does justice to the latter two works in particular. RubinsOs proposal for the full -scale sculpture in San
Diego has been met with the kind of controversy that too often dogs public art projects, but the model
gives a sense of the impact that the fully realized work mig ht have. And IndianaOs iconic LOVE is
returned to its monumental, quasi -minimalist glory after being co -opted by everyone from poster,
keychain, and candle makers to the United States Postal Service, who reportedly paid the artist a
thousand dollars for wh at became one of their most popular stamps N an Oart multipleO running into
the hundreds of millions.
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Thie stonse carvings tend Le be abatracl, dealing in form and the bronze tends o be Hgur-

ative, Andl the chinsan subjsct, the surragate Fgure, is the hare . Wilh e bronaes, 'm
ol inderested e rocelling, 1seern e sarsue shape and form as an abstract constituert
i sculpburs almest exclisively in stone, whereas the oronze work s Che resull el analker
set of iceas really: These bessts are abways doing something, seorling i aneway ar an-
cther, The actual lgure — the figurs of the hare - s described in the armature. Mow
there's very little drawing that's going to nelo vou stitch, weld anarmature Logether
which is goira o be correcl - woufee 9ot Ba do it there an then, weld it here, Derad it
tners, to make an armature that's going to be the vehicle, ard ol caurse the content has
fo be i thad armature belore you begie wiars,

Thematically the choiss of the hare is realy quite a rich and ewressive sort of
mede; the canventions of the cartoon and the imeestment of human attribiutes into the
artirmal weorld 15 @ wory weel | practised devices, in literaturs anc filmn ebc,, and is really quile
poignant, and an a neactical level, it vou consider what corveys silaalian and meaning
and Tewling ina human ligere, the range of expressinn &in fact fare mare limited than
the device of investing ar animal - & hare espacially - wilh Lhe eapressive attributes of a
hurnan being. The ears, for instance, are redlly abile e carvey far mare than a sguint in
ain eve of a figure, of a grimace on the face a%a madal. ...

The nutterty thems really depends un the facl thal 4 Dig, chapati-tyne slab of
wax is [ohued in Lhe middle, Tolded over once, back and back again, 3o it's like a W. 50
poLl vE ot feo Inng wing hits, this W ir the middle - fooked i lictlo bil lile a betterfy -
and as its hardening ir yous hands, bao bands, @ draw the hands @aeay from the centre
Aaturally caused the was ta stretch . in & surrisicghy delizate way ... 4 bil contraountal
.. basically a thick oronze cast, tar thicser than all Tormal casts, this selic lump Paving 2
delicale surface . There ars progerties that have nothing o do with any Hguritive sub-
ject which, during the making ot these pieces | was observing and using was ., the idea
"Bautierllye siersply by Lhe decision L Told iL s just reminiscent, and it's a nice company, o
wiork, to think anont nther things or to complement the aastract workowid an e, |,

Barry Fanagar, exlracl frorm an ntemiea wirn Juddith Bumaus, July 1982, published in Lhe
Britisn Courdils Menice Biennale catalogue, 19082, p. 23
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sy say there were five tvpes of drawing on paper, Part of a note or a scetch, a draw-

ing Tor an abjective idea, which is describing and finding the possibilities: this sorl of
dranwing is a reflective and learning sort of drawing, a testing sort of drawing, And then
¥ouwe vour landscape and your life drissing. Then, maybse your retrospective drawing
—Inaking at sculpture, or samething that 5 made, There are more types of drawing buot
that just illustrates the approprateness of cerlain sorls of drawing [or cerlain sorts of
activities. But when engaged with sculpture, there’s often very little usetul preparation
that one can make of that bype. And Lheres no way you're actually going to win the
energy bo work factually in materials an the scale you intend. One can somelimes gain
a litle confidence by dealing very broadly, but not necessarily on paper, with the
approprigteness of an idea for a particular block of stone. And the stone itell, of
course, will actually infarm you or invite vou to appreach itin a certain way, o there’s
very litle call for drisving as such to help produce the sculpture in either modeliing or
carving. | was discussing madelling. In maodelling, of course, the drawing s probably
going Lo be U armature il you're dealing with o ligoralive subjecl.

And the drawing, as such — | mean there are notes for themes and ideas -
rever warked us inko anvlung fonmally ke o composilion, which are noted dawn
amywhere - a sart of shorthand in terms of notes. 5o those drawings really are for the
pronze, | do make drawings, bul these arg themalic, and the notation on paper is
quite small. It cauld e drawn amewhere on any surtace, in the margin, next to the
telephone, anywhere. They're virtually not much more than stick men, and in fact the

linal bronzes are very slender. ..

Barry Flanagun, exract from an interview with judith Bumpus, Juby 1982, published in the
catalogue of The Tate Gallery, Bany Ronagan, pants [270- 1953, London 1986, p. 14
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Irish Museum of Modern Art
June 2006

Barry Flanagan at the irish Museum of Modern Art

A major exhibition of the work of the distinguished British-bom sculptor Barry Flanagan, best known far
his monumental bronze hares, opens to the public at the Irish Museum of Modern Art on Wednesday 28
June 2006. Barry Flanagan: Sculptura 1965-2005 presents a comprehensive survey of the artist's
work over 40 yvears and camprises 37 installations and sculptures, several of which are being shown in
the grounds at TMMA, The exhibition coincides with a display of ten large bronze sculptures in O°'Connell
Street, Dublin, organised by Dublin City Gallery The Hugh Lane, The TMMA show will be officially opened
by the distinguished writer 1P Donleavy on Tuesday 27 June at &.00pm.

Barry Flanagan's series of hare sculptures, which he began in the late 1970s, are among the most
instanty recognisable artworks of the last 20 vears. Playful, spontaneocus and full of ife, many show
their subject engaged in human activities - dancing, playing musical instruments and sports and, more
recently, using technology. Visitors to IMMA are already familiar with The Drommer, which has marked
the main ertrance to the Museum since its donation by the artist in 2001. The exhibition brings
tegether 11 similar works, spanning the many ingenious variations which Flanagan has brought to this
strand of his work. In Emplre State with Bowler Mirrored, 1997, for example, we see two matching
hares stepping jauntily over the Empire State Building, while their more pensive counterpart in Large
Trowbadour, 2004, sits apparently disconsolately alongside his cello, as if questioning his ability as a
musician.

Flanagan sees the hare as a particularly suitable vehicle for these human endeavours and emotions, ™.
if you consider what conveys situation and meaning in a human figure, the range of expression is in
fact more limited than the device of investing an animal - & hare especially - with the expressive
attributes of a human being. The ears for instance are able to convey far more than a squint in the eye
of a figure, or a grimace in the face of tha madel”. Other members of the Flanagan's unique menagerie
are also being shown, amang them Opera Dog, 1981 and his horse sculpture Flald Day 1, 1986,

In addition to these later works, the exhibition presents a number of important and rarely-seen pieces
from the 1960s and 705, inspired by Flanagan's interest in the iconoclastic works of the French poet,
novelist, playwright and inventor of "pataphysics” (the science of imaginary solutions) Alfred Jarry.
These early works were regarded as extremely radical when first shown and continue to be so today.
Many are of an ephemeral nature, such as fAng h, 1966, a simple pile of sand, being remade for the
exhibition, and Light on light on sacks, 1969, comprising a pile of hessian sacks illuminated by a beam
of light. Works in stone and marble from the 1970s, including The stone that covered the hole in the
road (the skull)l, 1974, and "if marble smell of spring”, 1978, show a barely perceptible intervention by
the artist. The exhibition also includes Carving No. & a, 1982, from the artist’s 1980s series of beautiful
marhle sculptures, made in collaboration with [talian artlsans from Pletrasanta,

Borm in 1941, Barry Flanagan studied at the Birmingham College of Art and Crafts and St Martin's
School of Art, London, He has exhibited in numerous salo and group exhibitions internationally and in
1982 he represented Britain at the Venice Biennale. A major retrospective of his work was held at the
Fundacion *la Caixa”, Madrid, in 1993, touring to the Musée des Beaux-Arts, Nantes, in 1994, In 1959
he had a solo exhibition at Galerie Xavier Huflkens in Brussels, followed by an exhibition at Tate
Liverpool in 2000. His work is held in public collections waorldwide and his bronze hares have been
exhibited in many outdoor spaces, most notably on Park avenue, Mew York, and at Grant Park,
Chicago.
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Irish Museum of Modern Art
June 2006

in assaciation with Dublin City Gallery The Hugh Lane.

The opening event on Tuesday 27 June will include a performance in the Museum's courtyard by the

Young Orchestral Paps at 6.00pm and a recital in the Great Hall by vielindst Amaury Coeytaux and
pianist Heasook Rhee at 7. 15pm.

The exhibition is presented in association with THE IRISH TIMES.

A full-colour, illustrated catalogue accompanies the exhibition, with essays by critic and art historian
Bruce Arnold and writer and curator Mel Gooding, an interview with the artist by the curater Hans Ulrich
Obrist, and a fareword by Enrique Junoosa and Barbara Dawson, Directer, Dublin City Gallery The Hugh
Lane.

To complemant the exhibitions, the IFL {Irish Film Institute), in association with TMMA, is screening
Carine Asscher’s shart film on Barry Flanagan’'s work at 5.30pm on Monday 19 June, This will be
Followed by a talk with director Carine Asscher, co-writer Bernard Marcade and Barry Flanagan, hasted
by Bruce Armald. Booking for screening and talk on 01-67% 5744,

The exhibition continues at IMMA until 24 Septembear 2006,

For images or further infarmation please contact Monica Cullinane or Patrice Molloy at Tel:
+353 1 612 9900; Email: press@imma.ie.

12 June 2006
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The New York Times

September 11, 2009

Barry Flanagan, 68, British Sculptor of Sfy Works
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The New York Times
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A Postminimalisf
bnown for his
trademark hares,

AL, At Pogern or And-Farm

oo popoescabed m groand-
boigking  exhiitae. el
“WheEn ALnse Hecomes Form”
¥ ihe Kunsihofe Bern m Barn
Sariimorland, in 1569, His hrst sk
phivw wae of il Bwwan Gy
in Loeghon m H66 s hre m
Few Yook s al i Fieshikich
Colbery. He represeated Brhmn
in e T8EC Wuimice P gile,

Pir. FRanggian Dag s soukoar
g hees L 1578 ar ", wecking
fromm o degd opoe Bigghtn fom o
huncher, parily becasse . ilwre
waen’l mush wlsw #0 Loy dhat day
afed [y Secomme A o wvid
mesnory e Beal @f wanshisg o
hore e soioss & Neld o Bisssx
Ha coprmizoed o Ve anesal’s
ehasrc, elangaied form, implice
umor, Bridmeusmisns and s
Tenss  domamc  encrgy.  He
mnpyd |- el Borienaeally
gl oa Tl Temired, rer svitsed om LS
Eind gy ke g besrean, BERng
artmnd auil seneimes dacng
ar boming wirhwher bures,

Pari, ol thy seese ol miseizEcni
cutt: Bam M Flaragan's em:
phatic modeiing, which sl
pdeboed 1o Malimes, bim was
freow: tho antmal snmeiimus fe-
stiizhial 2 nopdng, abemao Ane
pchieay Uhe rodkacniel e
sall:d *drapling In epaee” Hin
trome pedesale  Wen Geee
fharer] heuvier forms ond e
frge: prrrmade, el o belred
& codnponer ned the Empire Swne
Bahding Mo pkss jwesistand &
s i hee 2 ) =T Thimker ™
e Bodin, b Favariie s,

Whk 22 5y 2y

B s wus- more o e
Flanmagan tioag hees; s hnomee
mezagerie ncluded clephanis,
s sl ssmadially et
horses - Bomnd  brosza,  he
roctingd irdagh the Bigloiry of
Ecidpbare and B maerEs, G-
o o s, wnr kg s renomics,
mmning between sbsramnon and
Fgurssai and eecagdnsally cocn
using foimd obgecrs. e was aln
A Dbl deaftama, 6 (ieglinesl
eichier and » sommeime phaiog
mper. Little aof his werk lesede
the oramzes hzs been exaibiisd in
Lhw Uik Siilide.

Ml ji seseivesil hy e enyinn-
o, Jessica Blerpess; twodauph
B T i F e 10 S Liow
=, Flan Flanagan ol Londoa and
Thirs: Pl nagnn of Brgor, Spain o
mon anil o daugher with Hemaln
Wiilvpaidiii, A¥xul Wilniene anil
Amnnbell  Whlmann, both i

Dotdin sml  Doo, o licetbar,
John; ond twa grasdsans.
Prafmumtly. sl i,

apariments m el ol sl
once,  Inclding - Auusterdem,
Fame, Lomilom, Mew Yok Gl the
Chelsex Hood) ord  Harceinm
apl parrmilicstly brselnl arieesl
Eampe in L Fidts-Ravee puliag
m Areed s fradet,

Wit b tiened w homiag, e
bzcame, as he pat it "3 iedes
™ a5 i hiE i Lask were m
periooi a valned craf and cam
hia lvwihusal. Rt e niugng seai-
rately chamacericed imssl as
i Engbsbeapmidiing, il
Exmpean sculplor”

VoW PALLEASK I AL LERT DN



PAUL KASMIN GALLERYX

N TR AT AL DI TN
NI ART NEWSPAPER

:-.E:_.i

ey Plangaan cheozelr e deprect Tweres caffier Moo peapde b yheer oy Frem e deopinaneca ot portiall

TENTE

W F

LK,

AR CREREEYF=A

A tradesman, not an artist

1 HAK=TmM

ARTI Dbl Teanan .l.llh.ll Ihiz rrme anad Ak plazein s
ﬂm—mm enlhim: b cerrtmme Ty enke-
ME? FLMMN I|:'.-|| weork, | saze ravepr peally

aftfla™ DaNMATT

oy hairgan's o
schozhion iz Mew
fork, Hs hrerwith Padl

TAf'-" T ||||]|r!u'|'ﬁ|5h.||r
waur hans un: mik heing

pursred moans way, ey
e aliniel Yilnricue,

ERE Tt ] Bl B e

. izl slmiberr amg b
susahiona] corpres we psice o
perall=l coram oo 1he s
IF WEAF W TG DATCMTIDSL 5%
than ccllege ant Socirmes.
wisnrikonal sunis wers chc
=T ar S Mprtn’s by Itk
klar=n as vinang scripioes

Wremen prilecy, 10 a0 eiuber BEY Geal. whit bnews whoys ey were
am fizcta of JancTIg GRres, FAR: They Taave cvuded all ririrgs aral wem i omed
lerasie elephamis x2d acie potenliid ciplirs. ramrn therr oam sourme, o

lati: Forren (har marages 1o
hes e wknle also sligiuly
iberaienmg mn some zrls,
AN TR LS M Ele
inr beonze, 1ec sorprrial

BE: Hogelully

Cal: Aporl F.n'llll_l-llﬂnl.ﬂ.
BE: Hozalandls, perhape.
TARN: v i Tad ans
Teabstan o Lo Uau Banmun

ey el _I|'I‘|;hl| that paathcn
i= The tbparmmeri

T Bark then, there wis
an beae o ahatractiom senom
fipnrtion thil ma kanper

srnplores e ral sy ab thel Mgune, Hh:lhlglrll]--urx-m- exinly, Yrhen vom were mak-
i e, ke cnlak wer thotZeally? Irez recounisnbly fruractee
hrnen gkpsoa pes Javes BF: Ml sloabygrezalls, ke -Ii.'ﬂ hares dn e 149000s, spcl
FILES COnIpater], acd acalbudinziTl 1% tenmer Fige- ‘b Arabla’, did Thar
thps s s s debase s iodoenivsnsd be b hesd,  cees raon)?

arepeensd the erlpraral Dass.
Flarszan 135 pestkcloned o
sharesz ok pr “Yorng Bridsh
aripdn” o Madelin in W0 aod
TR WINIE ARSI A Lhe
Thaprrnam n DHEM e
orne vne e snamed o the
aznird ciweepeaal sadibonan
“Whar atiites becoens
eam” Wi then nsed sy
noairials s harphon, T i

Mz, mans ane woced, 2 Ky
lireitlees carcere led dim oo
Inks: ap crmmes. aloag Wil
thez el preovie stz ad dures
aral 7 X

Zovdogici] Siamizy Flanapan
is :|:=l'\u_i|.||_||n.|l- relizgd

H ot N ERE T RS [ T i
Al drrsrepts oL ca plisacan

IR ATl Ne or: Hirs we
have trea Edipive Staie boild-
Tegte. withi Toiris salings Ve s
tits o gy By et
Barry Flaseapzan: Than: ip por-
Eagea Ueat refonmaea: Ty Fand

pan. b Unick, aboat B n'EI-\.l:n;

el gl ey [=ten e
bl anelw’pings i fpora.
tive wzthe—tla: heaaz e

B 1w soamys prosacnye
wrl rnr recscroar, e dicia cF
farskay | owas croaciTer Tt

AllAls owi hinre! Sealpie Barcrs Flampman

--.-.u]qu-- H L Azre. the elapiene - —ase il Froan e ane
b Fone ivowes weade one ppocve Trar the diei- TAM: Wimdil it T Lair 1
btz 11 erh— wil's OARCE 00 T Pl il o Ui e i o hserk m yonr

[E A THETEE -\.I'u1:1'\-r b Hhae
Zeubiadin f ik izwem,
LiuM! Theers oou Tl ol hurw
Im By, Diwics Thics saniol
hiave & porlicular neomance
For wom ! H his i ra

T Elaligicad puod which
Jaksph Bl':u_.;.ﬂ abar lhayed

Jeezian flgans, UF o U
TR S reald retheer e
abatrer rhan e phosicel
o ean Azl Looeald e
renm of making & scolzical
repoessnnos of ihe paiil
TAM: By Idcakagieally, L
maeint ok wicdl yoo e

iuere lebwrsn vuor ki,
alumisl Arix Tasra works
o Cha: eismanl when yun
ol s imer Niee L hiae: o hemrmes
i T, sl smur snlussguaind
aninal |-|.'|J|_||1;I:n:-|‘?

EF: ™=, 0 wuy mi o break
e oerly, e sn embeace of

with, Cxplainim wrd i WP S 0N T S, dhe Teromnez a4 nesdiveng iof smorme,
deed Hare... swlpreral NEwradve fepie- i< b oo =

BE: [T lh-llluhu-n wilh eemiation of dbe bumson fig- the: Tize of wny st
Jomepl Borpa! Mw irapi, wre was anidhema. Ay Paresr i 125

e b ez Clle ol 8 i
Oz Ewarl Evina amil

WEW OWITRE, WY

s Paas alreeady o sdulshe
hebare [ an Ny S o i

RN El. &1

P T H O
ina'L mailabie Arr iksE anis

WAL PATNLLEARMINGAT LERY. OO



PALL,

IMTEENATIL

AL BDETIES

haoMIN GALLERY

IIE ART NEWSPAPER

At Brevoas ckmran meleas e
tradriai: an expsisive
srmplonamoet of mditiunal
sRII o raking wanlpiaoe s Ba
[ coppete o that poene B o heee
PO TR S Y | PO 0 Sl bt o 11 | T
T Cunnl sk s
wcaied e omes o e
itk D les, cwcrsibing 2
P s by b et ol
rnzasiunes majoined woprodnes
resuh in i, locthe:
lanedey, the mzinal mocel 1
wa el By T o e szes-
ing oeoeass 15 comienad; oane
suizriliesss ol azhke arginali-
Iy when thess things e oouli-
wnillzal B e, Fomtunaiel.
"y a ealid sl ae wn
sxchange, 500 50 Todke, The
e s ipina] i ssorfined
AN Wi b & Tawdeadinn
wilh the brunze-casiing
ireead i il d T
F1 es, ury rascimadicn is 1o
ik itk e plchemy of dhe
thewrine al e e, w Tome
partizylar ek as author and
with e poemmong! =k Tls uf
i sy that | da ot oin-
e alines: Te's o theabeizal
i Me fnaasiones wriping]
g verdiced b e powsr ot
e bl ateshe prslizazs o
adipeon, which talls funlan
inilan e gemie ool tracke, L oplay
i e Dl a4 ke il mnen-
JIm Tk e pommescial
sallizrp, sl 32, 500 way. 2
FEZE. 3 Eroscdiiim. & markl
i4 3 e ol commuzal thing.
Ad Tar i fetizh el e erg-
wal, 7skon | indnlge in dha
Aentiine L eaph o dedies
g liks o,
TA %z Thy yim sewe any cunki-
nulcy betwean gane work of
the 1'%l A early 150
are] che ik weavk Fon claarl-
w1l i the ek 1 oF WS
Hieiea real shifl?
T [ons 3 Eresln oo ol
n. ool 8 cungepoual
ATl e ily
TA™N: Tou were Invohved s
W Sizlies malae sl -T ol
“Ano-umiversE8ly™ of Lanidine
BT "Was this Ales Troocz
ared Tox Sivoa Prages ® 10 wes
pomeehere 1 e Ly Lo,
el by ben: g G ey,
LMz Yautre tn cheiv
s pes s poideded ba
Teigraan lin TUNT.
B Aam [ really? | sopoase
T ig® B weanokd mes
Beor thal just gives on indice-
o oy sense of Idepen
denes O jsn'l ineeedal]y
azund v soboals af shoughd.
TAM: In 1947, vup senl Taul
MacTe yvoder pracedingal
imslruslivoes fur n show ut bis

Ly TENTH AVEMIFOMFW ¥OREK, MY o

M AFIRERSEYF=d S 5 HAF = 0

willery, which usked him éo
“Miar i ol Bphiz ol T Lo 1 s
auds, on for 1 seoseds. nft
for I seapmle. b ™, T (s
aodrxt af che 261 lamer
'III 'h:dul iﬂ.ﬂm’._ ; "'l:'l'l:-l'l:.'?!ll.l_ﬁ-\_"".r.
g o iy
Murtin Cyeed, thot soerms
whiiy Camiline
HH e b jodd conee
vrpszht ool of e dhm ar A
Semieadey cofif "Thun't bafleer
bers mrlnanced, i an geds
e sl end 11
TAM: A% a vk rilicnl s
LOET, wunld row

ctarliamual ponr surrend
work us bowrgendsT

BE: T e waanbann pny
woek, IE's niod i i ol

arps mpnumenet {ok new Sankerl!, 1

L e

L'd raiher ogein mear oo the
tkers al siduzolizh or < henish
think.s

TAN: Ay vou masmnizaly yn
omoT el ik :F'I'II:.'

OF; “Anarchy s & label, fod,
s Arial sl an ineBeiilog!

| aswnkd thes e lahezls, The anz
in this sease bemy tae salis
i o i i izl sciz s
150 e TR, W' L
secepd, bt i’y paeghle e
ik the limies m'_p HEMT]L PA]
Iheaarhl wribes which the
iikliv ool e ofd gapad losramel,
L poeter 1o remain prnlorve.
within iba: Tinils prasailesd
b ovveelt paer than
srhvmiud By the strengl of
e prode. B

TR 2e2-363 4474

WA R PATTT AR INGATTFER YOO



SRRl AL L KASMIN GALILERY

Hans: Jiirgen Schwialm

When Hares Can Dance and Balance

A hare balances on top of the Empire Stata Building (o, 900, Yel, in spite of the dizzy-
ing heiaht ard the danger e is in, he seeims oo o be afraid, On the contrary, e
beranz and ready for anvihindg, he lakes e role of Bis fameous “predecesson”, whe dic

noe Bavet Lo clienty sioscrapers 1o regch immortzliey, Ll delesies grodty with clance.
In only a fews years' time, Yaslaw Mijinski, e celebraied star of Serge Diaghiles's el
Ruszes, soared the ool Oy ol donce witdy the chn;-.rer.l!||.1||h}- nl his mast
famieras balblel, Vdpis sl 'un faiime fAlteraoon of o Faunl The audicoce always suc-
swmbed o the "Cod of the Dance” and his senaucas movement Imitating the greal
Hijinski or the prnnacle of what is sl Bevd York's most beautiful skwscrapser, (his lictle
hiare 5 1o oker.

His cance reletes 255 23 anecdate than il preserds sculpturs theony, asscciated
wits e intent of Bringiog ooy Houratve sculpture o fe e a CONLEr Doy
lashicn, deriving Irom it some unknown quality, *The contorlion and expressieness of
the: hurmizn body is illiverate, | mear there’s no Glerate cortent really in the esprassivensms
cf the human figure, evan when il is ina mede of darcine. #t's just sexmethirsg e de with
e lznglh ol the limtss, and somehow the human figure in scolplure is often inert. It
rrcre sk and succassfully vitalized o IPs endosant wilh croticism, it seams ta me on
raflection. | haven's tested this ices, lol of cousse the human figuse in s« tlpel e is rrces
an nkzer) ol desine e thol sorse. o We don't have this prablern beeauss of the alostract
nature of the hare & & subject, 85 & figurative aclivist in sculpture.” A subvessive asperl
af ths statement by Bany flanasgan is obvious. For behind the play?ul travesty ol his hares,
ks 1he questioe ol whether figuratve soulpbure also peaseses o nataral affinise to
wbstract arg and can of its pem take the (ealiorship betwean body ard farm, line angd
S0PCE @5 its subject, watnoul sevrels or masidang it by comtent. The acuiplure ilsell moves
inte: the crow ol ke cearmination, kosed from the strletures of molil aiskere and all em-
boli, conrodaticns, testing s own passiblities and porsuing 2 new valuaton of prctorial
sructures. The large bronge sk e Rock from 1937 (po. T18/719) seeims To parphrass
Aunste Rodir's lanms The Thinker (1B80), 2 seated male flgue, bis body language sug-
geskirg or recallirg degp concenation. But e pensive hare does oot oresant a el
be pose, nor a caskealune ol his lamous foroear, Moreover, his postirs relkcls the calou-
laticar ancd sel” eslever of a seulptor v fully devates himsell 1o ligurstive sculpture cast
in baronge, Bodin's sculptaral “sevalutian™ ak the e ol The nincteendy centurs uneoin
proemisingbe pursdecd the autanmmg ol ailpiurs rernaticalbe still Bownd bohe Fingaare, bt
alzo oresented as an inlependenl wark, a new concept 19 art

Flaragar's hares first appearac 0 drawings sl the eod of the seventies., For
the start, they are skinny, rail-Ltain, |H||k:|.' in i lovely wine, “Thew are '-.-i|'|u.-_|||:|.I il rmuwch
reare than slick imen, and in fact, the firal bronzes are vere slesder” Their elengated
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podies seem like drawing in space, an apen stroke that is experienced just tor a mo-
ment. Stated other wards, can sculpture and drawing be applied to each olher? |s
Barry Flanagan stylizing the hody of his cast bronze hares into a materalized line, into
a drawing in space, understanding its own emptiness and electrilying iL7 Only from
alar do they recall e biomorphic sculplures of Henry Moeee, their organic and com-
plex inlerminglingg of form and space, Fgurative description and linear seif-expression
meld together in drawing, as in casting bronze. This dematerialization of the sculplur-
al mass, the franslation of volurne into gesture and movement, into a gracelul lighlness
ot being, effects the transtormation of the long-zared hares inlo the afore-mentionedd
stick men. Yel, hidden behind this initially charming nameeld, 5 a comiples archebnical
represenlation, an elermentary and universal imagery, one of the first and maost facile
attempis o draw or construct a figure, They are found on the cave walls of Alta Mira
ancl Lascaux and in countless drawings by children arcund the warld.

Reduced to an expressive line extended into space, the scufptural “body®
exposes the supporting armature, the hidden and jusl barcly coaled skeletan, which
for Flamagan, represents the line in drawing, The poetry and humer of these equally
precise and plaviul, lightl-composed works impress the vigwer and let him or her
understand why Lthe artist halds his protagonist of the animal cosmos in such high
esteem. “Thematically the choice of the hare is really guite a rich and expreassive serl
af model, ... And nnoa practical level, if you consider what conveys sibualion and
meaning ang fesling in a human tigure, the range of expression is in lact far more
limited than the device ot investing an animal — & hare especially < with the attributes
ol o hurman being.”

Paul Klee's diclum of "the line as energy® seems to be manifested in these
elongated baclies, The hares' position, gesture and movement, their somatirmes pre-
carious balance — “these beasts are always doing something, sporting in one say ol
anather” - dynamically till the room. The space is positively energized and the aesthe-
tic border between work of art and spectator becomes permeable, 1003ens

Sometimes, Flanagan’s hares change inte weightless acrobats and theretry
inla g mebwark of lines of nearly cancatured conciseness {pp, 265200, Wirh burlesque
wit, thew push each other up and balance, head frst, The two long-eared hares, their
movernent shylized inte an eccentric forme like they were strung together, draw an
almost handwritten entanglement in space, but withoul revealing the molif, They
meld inle a poetic arabesque, a nebwork of lines cast inte thin air with an acrobatic
agilily, so Lranslaling Lhe molil inle a speaking form, Thas, ina comprehensive sense,
the line is an elementary mark in the work of Barry Fanagan, The line condenses the
dancing or halancing hares caught by it into a body sign that certainly follows the
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anatomy of a soulatural body, vet abways revealing mare thar the figures Thesmsehos,
The transparent Iyricism of the haeres, figures crawn in space, s contrasted by the

volurminous mass of the padestal, which exist as a beli {pp. 28291, & helmet, aranvil
Ipp. 22723, a skyscrapes {p. 90}, or even the massie bocdy of anelephant (up, 07610
Let’s leave aside the question of wihether they can harvess the vitalily and immense
energy of “meadew jumpers”, but they provide a temporary “locale”, thos making the
rnedicm itself the subject of discussion. 5o, arwil and heimet draw aleenloaom lo e ori-
gin of the handicrafz and the material, metal, used artistically frem the start; while (e
bell cites the beginning ot bronze casting and alse recalls the requisite care and poer
lectiom of the weork. Thus. in the end. the arbeork succeeds. Recalled v Bhls conre
ticn is Eduardo Chillida, who stylized his leitmotit of the dream ameal o sevenleen
variations into a seff-reflectve subject, a dedication to the mythical, vl confemporary
art abcut Yulcan, god of fire and the forge.

"Little hare, timorous brother, my teacher and philesopher,” writes ihe
Ecumoorian writer Jorge Carrera Andrade, "pour life has taught me silerce. | Lillle
huriter of wisdom, wou leat through simple, good cabbage like & boaok” When Lewis
Carrol sencls litds Alice into the land of wonder and liberated fantasy, she first meels
g while rabiit. Barlicr, she'd beer bored reading a book "without pictures ar conver
salions” wnd o0 without a moment's hesitation, eager for acheenture, she scampers
alter the passing animal. From ther on, the long-eared companion criss-coosses hee
path and takes on the rele of commentator, who records her every sten and acoompa
nizs her in gach encounter in Wonderland. Hera, the rules of the warld seem bo hawve
become unhinged. Ewvery absurdity turns out to be fogic, every disaster masks ilsell
wilh merrirment arg a wink. Suddenby Alice grasps the relativiey of her existence, as in
it strarge distorting reirrcrn, Presurmably, she would heve Been even more astonlsked,
it on her wisy, she had met a persen instead of a talking hare who cantinucusly look
e al his walch, Bul bere, in this weosld ol lose opposition that sametimes can aven lie
urt the back of & "roly-peb® cleahant (ot leest in the sculptoral work of Barry Flana
gan), the animal is more trastworthy and appears neither ridiculous nor fFartastlc, The
thouahl of arirreversiole relativity of values introdes, arm unsalvable discourse on Che
possitale ancd il poctey, (L7 o clown-like game best demonstrated by O o oy Affed
[arry, Viery iy, Flaragan slirls b deal with the Fronch writer and philesopher, malne-
Iy his palaphysics, lary's approsch [0 propagate a “lively creativity™ goes sa far, that
he nol enly aresents the rales of his invented figures onstage, but alse persanifies
those roles, Thus, he plays his Fle s the role of Pere Ubu on the thestrical stage anc
sl Lanecusly, e daiby ik, he lives te rele of his play. Thusly, he re-creates his warkd,
Perhiaps Lewis Carrol and Alired army in fact ofter approaches that help us understanc
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