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Body Conscious is a series of three exhibitions by four artists on the theme 
of the body which was curated by the Waterford Healing Arts Trust 
(WHAT) in Waterford Regional Hospital over a two-year period from 
2012 to 2013. 

WHAT is concerned with the various meeting points between the world 
of health and the world of art, and in this regard, there can be few greater 
shared concerns than the body. Human anatomy is the cornerstone 
of medicine and visual artists have for centuries closely studied the 
appearance of the body through drawing, painting and sculpture. 
Famously renaissance artists such as Leonardo and Michelangelo studied 
anatomy in order to progress their drawing skills, and in recent years some 
medical humanities courses are encouraging medical students to develop 
their visual skills through life drawing.

The four artists whose work is featured in the Body Conscious series each 
bring their own distinct perspective to the theme. As an artist who has 
seen her own body change since she was diagnosed with Multiple Sclerosis 

An introduction
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in 1999, Dorothy Ann Daly brings a very personal perspective to an 
understanding of the body. Lucia Barnes and Susan O’Brien Duffy, who 
both trained as nurses before going on to train as visual artists, draw on 
and abandon their knowledge of the body and its treatment in healthcare 
settings. Susan has created a range of fantastical reproductive systems and 
Lucia presents witty visual metaphors of everyday healthcare processes. 
Vera Klute brings the artist’s curious eye ‘to understand how we work as 
people’.

The work of these artists is teased out and illuminated in an excellent 
essay by artist Mary-Ruth Walsh. We hope this catalogue will engage both 
those who occupy the world of art and the world of health and show that 
the two worlds are not as far apart as they may think. 

Mary Grehan
Arts Director
Waterford Healing Arts Trust

Works by, left to right: Turn, Dorothy Ann Daly; 
Care, Lucia Barnes; Forever Place, Susan O’Brien Duffy; Wiederkäuer, Vera Klute
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Waterford Healing Arts Trust, also referred to as ‘WHAT’ is an acronym 
that makes you think. However, I believe we don’t ask the question ‘what’ 
often enough both in art and in life. What is it? What is it about? What 
does the artist mean? Asking ‘what?’ is a good way in to exploring the 
work of Dorothy Ann Daly, Lucia Barnes, Susan O’Brien Duffy and Vera 
Klute as featured in the series of Body Conscious exhibitions. 

Dorothy Ann Daly
When I first saw Dorothy Ann Daly’s diminutive textile works from the 
first Body Conscious exhibition in June 2012, they evoked for me a sense 
of bandaging and ‘wished for healing’, much deeper than a visible external 
restoration. Although the work is about the body, the body is absent, and 
the work is richer for its non-appearance. The distinctive crochet stitches 
are particular Irish patterns from which Daly can identify the Irish family 
that made them, such is the distinguishing patterns and relationship of 
the work to the maker. In the context of Daly living in Germany, I suggest 

Unravelling
the Body Conscious
Mary-Ruth Walsh
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they are a response to alleviate and soothe those left behind. At first sight 
it may seem bizarre to see a contemporary artist in Berlin making work 
using the medium of Irish crochet lace, but notwithstanding cheap 
air travel and the internet, separation is acute to those whose bond to 
home is deeply felt. What is both interesting and challenging here is 
Daly’s deliberate choice to connect her physical position in Berlin with 
that part of her memory and identity that resides in Ireland. While 
this body of work appears light on first encounters, it becomes a strong 
feminist statement when viewed as a link to an ancestral sisterhood by 
a contemporary émigré. Daly references the many women who earned 
their fare to America through crochet and in so doing connects the 
contemporary woman (and man) to the time of post-famine Ireland. As 
skillful as her technique may be, it is the sophistication of the idea that is 
important. In the several layers that are at play in the work, it is the link 
between two unlikely countries, Ireland and Germany, and Daly’s ability 
to collapse the intervening period between historical time and the present 

Left; Tied Up [detail], Dorothy Ann Daly, 2005, Crochet on embossed paper, 22.5 x 17.5 
cm Right: Knot [detail], Vera Klute, 2010, Digital print with pencil & charoal on paper, 58 
x 84 cm
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that adds a sense of timelessness to the work. Furthermore, the context 
of positioning this show in a hospital rather than in a gallery becomes 
relevant as we explore its detail. 
 With the absence of a recognisable body form, Daly’s work becomes 
more than a representation of something; it is subjective work that taps 
into the body’s senses evoking a consciousness of the tactile. Although 
you can’t touch the work, you feel the cotton stitches. They appear like 
three-dimensional drawings full of minutiae and intricacies. The stitches 
are microscopic, forcing an intense focus from the viewer and puts us, 
the viewer, behind the microscope peering through the lens enquiringly 
and bringing us into the hospital laboratory. However this is where any 
comparison stops, as the laboratory is full of dead tissue and cells whereas 
Stiff and Spasm are very much alive.1 In these works I see a deliberate 
unfinished-ness, an alertness, a striving, a willing into being and the scale 
continuously forces us to examine, like in a laboratory, these understated, 
almost invisible (against their white background), yet powerful works. 
Subjective as they may be, these works speak of the invisible powerhouse 
of the physiology of the body. Physiology is invisible yet it is alive, it 
is working continuously and yet it is not a thing in the strict sense. 
Daly’s works are things; we can touch them, but not as defined things 
or representations of the body either internally or externally. Yet they are 
alive with physiology-like-function as they ravel and unravel they become 
Tension and Wobbly, not scientific terms but really descriptive of the 
body in a tactile way.2 The threads pull and curl - they are Straighten Up 
and Spasm. They are organic foldings and twistings. They are part open, 
part closed. There are visible areas and hidden parts. They give a sense 
of transmissions being caught in mid-action, but that action remains 
invisible. They speak of a determination yet they are soft. They resist a 
single reading.
 In exploring the context of textile art in relationship to Daly’s 
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sensitivities, Kathy Prendergast’s series The End and the Beginning comes 
to mind, in particular series number 1 (1997) of a baby’s bonnet through 
which countless wisps of an older person’s gray hair had been patiently 
threaded as an exploration of life and death. Eva Hess, one of the earliest 
textile artists is important here and her sculpture Hang-Up (1966) is 
considered most significant. Irish artist Katie Holten, another émigré, 
explored time and mapping in relationship to the organic and scientific 
world in 137.5° */ It Started on the C-train (2002); a sprawling, black 
crochet web-like wall installation, started on the subway in New York 
and continued as the artist travelled around Eastern Europe. The use of 
textiles as a socio-political narrative was used by Francis Alÿs when his 
unraveling jumper left a thread-map of his journey through Mexico City, 
wittingly titled Fairy Tales (1995). The list of textile-related artists goes on 
and having broken the male / female boundaries are much richer for it. 
   Daly’s work is subjectively compelling not because of her disability as 
a result of Multiple Sclerosis but in defiance of it; this work is driven 
by that very disability but it is done with honesty and integrity. The 
artist describes making with different stitches as she would use different 
pencils if she were drawing. Drawing, to me, is one of the greatest forms 
of visible thinking, and Daly has made visible her time and her thinking 
that eloquently revealed the invisible physiology of the body in difficult 
yet beautiful ways. 

Lucia Barnes and Susan O’Brien Duffy
Lucia Barnes and Susan O’Brien Duffy whose work was shown in the 
second Body Conscious exhibition are both working nurses and artists and 
therefore perform a kind of dualism that is not to be underestimated. 
Their lives encompass nursing that is conducted with empathy and caring, 
which runs parallel with the creativity of the artist’s imagination. Both 
artist and nurse are up-close observers in the studio and in the hospital. 
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Simultaneously, this intense observation requires that they stand back to 
evaluate situations both in studio and hospital. This ability to create a 
distance between making work and reviewing it, and then to collapse 
that distance is essential in these two separate worlds. It is through this 
reviewing process that these artists find elements of the absurd and they 
delight in the use of humour to lighten the serious topics they explore. 
 O’Brien Duffy’s work is a series of landscape paintings using imagery 
that appears like a cross between old anatomical drawings and fantasy 
as in Grimm’s fairytale illustrations. However the characters in these 
landscapes are contemporary. The paintings describe the processes and 
chances inherent in fertilization, in both in-vitro and natural selection. 
On the lower fifth of the paintings there are bands of text and symbols that 
include: ‘QUALITY - 100% NATURAL’; ‘CAUTION NO RETURN 
FROM THIS POINT’ and ‘LIFETIME WARRANTY’. This tongue-
in-cheek approach puts the body at the centre of an unruly dispute 
pitting the forces of nature against medical intervention and control, and 
includes in this humorous fray the artist’s inventive ways to control the 
body. These works, like the Brothers Grimm, appear to have a moral tale 
on the sometimes absurdness of the desire to achieve a specific result in 
the body. While medicine has advanced like a science-fiction dream in 
managing and manipulating diseases and abnormalities, will it be able to 
alter our naturally inherited gene codes erasing or replacing ‘poor’ genes 
with healthy ones, as O’Brien Duffy’s work suggests? Would this medical 
utopian vision result in a dystopic society, and are these the questions that 
lie within her paintings? These works may also allude to the contemporary 
children’s books How Does It Work? and How Is It Made? These books 
could be dismissed as superficial until we see they reveal an accuracy that 
is far from child-like. They are informative ingenuity made simple. By 
coding our physical problems into fairytale narratives, O’Brien Duffy’s 
paintings correct and manipulate those physical problems encountered 
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in her work as a nurse. She notes: ‘I am fascinated with the many 
fluctuating elements of our ‘selves’ and the encounters that make up our 
life’s experience, particularly those lived out in health-care environments 
because it’s almost akin to a magnifying glass over a micro universe’. 
 Barnes works in multi-media, photography and drawing. Her video 
work titled Evaluation is an overlay between the domestic kitchen and 
the hospital operating theatre. These days, we seem obsessively drawn to 
both theatres of life, which relate to fly-on-the-wall style soaps and reality 
TV, which evoke ideas of acting out, role-playing or being ‘evaluated’. 
This fits the current climate of bureaucratic checks for all tasks from the 
most mundane to the highly skilled which is unbalanced by a top-heavy 
administration. 
 In Evaluation, Barnes is gowned, masked and gloved like a surgeon with 
instruments ranging from scalpel and tweezers to knife and fork laid out 

Left; Another Ordinary Everyday Life [detail], Lucia Barnes, 2005, Video, Sound and 
Drawing Installation, 3.6 x 2.4 m.  Right: Minor Tweaks [detail], Susan O’Brien Duffy, 2013, 
Acrylic ink and pencil on gesso, 45 x 45 cm
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on a green sheet in ordered readiness to operate on an apple tart. Later in 
the video, Barnes takes a biopsy, depositing it in a real container as used 
in hospitals for human biopsies. This strange theatre where the uncooked 
pastry or ‘skin’ of the apple tart and human skin (both are pale, pliable and 
easily dissected) blur the boundary of inanimate object and the human 
being, as John Mulloy notes…‘when suddenly the pie becomes “human” - 
you cannot but flinch as the line is drawn on the “skin”, the incision made 
and the flaps folded back’.3 The iconography of the apple tart associates 
with the handmade distinctiveness of home cooking at the kitchen table; 
this is conjoined with the unidentifiable internal organs of a body on 
an operating table. Both the domestic table and the operating table are 
tables of life. More than tables, they are tableaux, where life’s affairs are 
played out in both kitchen and in operating theatre. Furthermore, both 
can be places of alienation, and it appears Barnes suggests our scientific 
appraisal of both food and the body can add to this alienation. It is as if 
by dissecting and listing the contents of both food and the body that it 
will give us a better understanding of our physicality and by implication 
of our estranged selves. 

Vera Klute
Vera Klute’s photographic work in Body Conscious III plays on the trope 
of the X-Ray apparently making the mysterious workings of the body 
transparent. Witnessing the thrill of transparency has lost none of its 
sensation and excitement since the first X-Ray taken by Wilhelm Conrad 
Röntgen of his wife’s hand in 1895.
 However what appears transparent in many things, and in this instance, 
the X-Ray, is in fact far from clear. Transparency denotes laying bare 
that which is hidden yet it is interlayered with obscurity and ambiguity. 
Transparency is a strange term suggesting a kind of honesty, ‘a transparent 
government’ or a ‘transparent medical service’. But is transparency ever 
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fully possible? Even a pane of glass becomes opaque with our reflections 
as we stand in front of it. Our craving for transparency, our fetishising 
in wanting to know (tinged with a fear of finding out) what is inside 
our bodies is what makes Klute’s internal depictions so fascinating. Klute 
explores that visceral bag we call our bodies, the internal, gelatinous, 
pulpous, spongy, yielding conglomerate of highly refined organs that 
arrange themselves within our bony frames. 
Although we see ourselves as part of a sophisticated society and as 
independent thinkers, we are married to a sometimes unruly body who’s 
functions dictate to us, at the very least, that we must sleep, eat and wash 
to maintain vigour and health. At worst interior cells can transgress their 
normal boundaries resulting in ill health. On close inspection this link 
between our visible outer selves and our invisible internal selves makes 
for an uneasy relationship, as we hope our involuntary internal body will 
‘behave’. It is within this uneasy relationship that Klute makes her work. 
So as we, the viewer, stand in front of Klute’s works wearing our exterior 
skin of social sophistication, we watch this to-ing and fro-ing between 
our outer and inner body; between our culturally-correct superego and 
the interior instinctual id; and I interpret this id as the interior of the 
body rather than that of the mind. This lack of transparency in Klute’s 
work questions the balance between the inner and outer body and the 
dominance of one over the other. This threatens to befuddle our carefully 
balanced, socially constructed idea of our body.
 Klute’s work taps into our deep-seated, interstitial spaces, the pith and 
marrow of our being, our innermost private areas that equates with the 
private space of the domestic. It is here, in the domestic heart that we 
allow our bodies greater latitude, and it is here I suggest that Klute finds 
the material references to her ‘transparent’ works, as she notes: ‘With a 
collage-like arrangement of shapes and materials, the images substitute 
organs with inanimate objects and organic textures with general household 
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products’4. Close up inspection of her collages display a real delight in 
these found domestic materials as body organs duplicate for quotidian 
objects - a red pepper becomes a heart; lungs are bubble wrap; the womb 
a hen’s egg; the fallopian tubes are crumpled plastic that changes to plastic 
bubbles mimicking transparent ovum awaiting fertilisation. But in Klute’s 
work these eggs contain fully grown adults in their street cloths causing a 
‘surrealist jolt’ not unlike Duane Hanson sculptures such are the persons’ 
non-descript, but unnerving presence.  However, the transposition of 
object or gadget to the body interior should no longer surprise since the 
historic first heart transplant by Dr. Christiaan Barnard in 1967, when the 
very locus of the person, their heart, was transplanted from one body to 
another. In Klute’s work, I suggest her interests go further than the use of 
inorganic cogs, wheels and chains against the backdrop of the handmade 
‘organic’ body interiors. Their use appears more as an investigative tool 
to explore the space between our insides in relation to our outsides and 
the social mores of our times. Do the five plastic stomachs in Ruminant 
signify the western endemic of over consumption or do they contemplate  
our global production of plastic at 280 million tons in 2011 according to 
statistics published by PlasticsEurope?
 When viewing Klute’s work, artist Hannah Höch comes to mind for 
her sharp witticisms and investigative ideas on politics and the female 
body. Clearly taking up the Höch baton is Kenya born Wangechi Mutu, 
whose collage work references the body exterior and our relationship to 
consumerist products. And in an exceptionally challenging way the body 
interior is explored by Lebanese artist Mona Hatoum in her work Corps 
étranger (1994). While nearer to home Aideen Barry’s Deep in the Marrow, 
shares some similar explorations in animation and themes as described by 
Brenda Moore McCann.5 
 Klute’s drawings, Idle Hands and Snot deserve further discussion that 
this short paper cannot encompass; however like the hand in Snot, Klute’s 
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work is hard to shake off. Body Conscious III reveals Klute’s exceptional 
technical skill in exploring those internal unchartered spaces of our 
bodies. In describing them as transparent, which they initially appear to 
be, they draw in the viewer; yet they become opaque the more they are 
observed, and in losing their transparency they ask more questions than 
they reveal. 

Conclusion
The Body Conscious series, as curated by the Waterford Healing Arts 
Trust, reiterates the extraordinary nature of our bodies, its resiliencies and 
fragility that relate closely to our cultural understanding of ourselves.  It 
is heartening to see how Dorothy Ann Daly, Lucia Barnes, Susan O’Brien 
Duffy and Vera Klute explored, through this series of exhibitions, the 
body in all its nuances, complexities and contradictions.
  

Mary-Ruth Walsh, 2013

www.maryruthwalsh.com
www.crossgallery.ie

1 Stiff and Spasm were working titles supplied by the artist prior to the exhibition.
2 Tension and Wobbly were working titles supplied by the artist
 prior to the exhibition.
3 John Mulloy lectures in Art History and Critical Theory at the Galway-Mayo
  Institute of Technology, July 2009. Essay available at http://www.recirca.com/
 cgi-bin/mysql/show_item.cgi?post_id=5059&type=articles&ps=publish
4 Email conversation with the artist 25-03-2013
5 Essay available at
 http://www.aideenbarry.com/Deep_in_the_Marrow_Info.html
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Dorothy Ann Daly 
Body Conscious I
29.06.12 - 03.08.12

Born in Kilkenny in 1969, Dorothy Ann Daly now lives in Berlin. She 
studied painting in the National College of Art and Design and textiles in 
The Glasgow School of Art. She won the Taylor award while still a student 
and was selected for EV+A several times. 

Since graduating in 1991, she has been making work and exhibiting in 
Ireland and abroad. Dorothy Ann Daly has been a member of the 62 
Group of textile artists since 1993.

Turn, Dorothy Ann Daly
2011 - 2012, Crochet on embossed paper, 34.7 x 44.7 cm
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18 Dorothy Ann Daly

Straighten Up, Dorothy Ann Daly
2012, Crochet on paper, 34.7 x 44.7 cm
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Tied Up, Dorothy Ann Daly
2005, Crochet on embossed paper, 22.5 x 17.5 cm
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Lucia Barnes 
Body Conscious II
14.03.13 - 16.05.13

Lucia Barnes lives and works in Dublin. Her art draws from both 
aesthetics and science and has been informed by her experiences of 
working as both an artist and a nurse in diverse environments within 
the medical world.  She completed a Masters in Fine Art at the National 
College of Art and Design, Dublin in 2008. She has been involved in a 
number of arts and health-related projects that explore the complexities of 
the human body and its intricate systems beneath the skin. These include 
the Simple Pleasures Project (2006) with dialysis patients; Portraits of Pain 
(2007) with people living with chronic neuropathic pain and the Memory 
Found Project (2011) with people suffering from dementia and their 
carers. She is Artist-in-Residence in the Dialysis Unit at the Adelaide and 
Meath Hospital, Dublin.
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Care, Lucia Barnes
2005, Lambdachrome print, 84 x 117 cm
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Another Ordinary Everyday Life, Lucia Barnes
2005, Video, Sound and Drawing Installation, 3.6 x 2.4 m
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Evaluation, Lucia Barnes
2008, Video, 8 mins 30 secs
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Susan O’Brien Duffy
Body Conscious II
14.03.13 - 16.05.13

Dublin-born Susan O’Brien Duffy completed a Masters in Fine Art 
with distinction from the National College of Art and Design in 2008. 
She works predominantly in the medium of drawing and photography. 
Funded by the Arts Council of Ireland, in 2009 Susan went to Australia 
to study photography at the Australian Center of Photography in Sydney. 
Her work, which has been purchased by the Office of Public Works, 
the Department of Justice, Equality and Law Reform and many private 
collectors, is integral to her ongoing practice as a nurse, a position she 
describes as ‘a ring side seat to life, the living, the dying and the process 
in between’.

The Harvest, Susan O’Brien Duffy
2013, Acrylic ink and pencil on gesso, 45 x 45 cm
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26 Susan O’Brien Duffy

Forever Place, Susan O’Brien Duffy
2013, Acrylic ink and pencil on gesso, 45 x 45 cm
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Matrix, Susan O’Brien Duffy
2013, Acrylic ink and pencil on gesso, 45 x 45 cm
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Vera Klute
Body Conscious III
24.10.13 - 28.11.13

German-born Vera Klute lives and works in Ireland. She graduated from 
Dún Laoghaire Institute of Art, Design and Technology in 2006. Her 
work has been included in many exhibitions worldwide, is part of both 
private and public collections and has recently been added to the National 
Self-portrait Collection of Ireland.  In 2011, her work was chosen for 
‘Futures 11’ at the RHA, Dublin. Previous solo exhibitions were held at 
the Butler Gallery, Kilkenny (2011), Wexford Arts Centre (2009) and 
The LAB, Dublin (2006). Forthcoming exhibitions will be shown at The 
LAB, Dublin (2014) and The RHA Ashford Gallery, Dublin (2014). She 
received Arts Council Bursary Awards in 2008, 2009, and 2011 and the 
Emerging Visual Artist Award, Wexford Arts Centre in 2009. 

Snot, Vera Klute 
2013, Marker and crayon on paper, 30 x 37 cm
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Knot, Vera Klute 
2010, Digital print with pencil & charoal on paper, 58 x 84 cm
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Wiederkäuer (english translation: Ruminant), Vera Klute
2009, Lambda print mounted on acrylic, 39.8 x 55 cm
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