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Introduction
Luan Gallery is delighted to present its autumn 2019 exhibition Asymmetrical
Warfare, a solo exhibition by the acclaimed Irish Artist Conor Walton. The exhibition focuses on a number of new unseen paintings supplemented by existing works
created in recent years. Time-lapse videos demonstrating Walton’s process also
form part of the exhibition.
Walton, whilst still in his 40s, has achieved remarkable success at this stage
of his career. He is widely regarded as one of the foremost Irish artists using traditional artistic techniques in his practice. Walton is also well known for his portraiture work but doesn’t see himself as a portraitist, rather as a painter whose work
includes portraits.
He has won numerous awards including; ModPortrait 2017, Arc Salon
2014/15, Portrait Ireland 2005, The Taylor Prize 1993 and was shortlisted for both
the BP Portrait Award in 2005, and the Golden Fleece Award in 2011. He has had
fifteen solo exhibitions across Europe and America and has featured in many museum exhibitions including; the National Portrait Gallery (London), MEAM (Barcelona), The National Gallery of Ireland and the Scottish National Portrait Gallery
(Edinburgh). Conor`s commissioned portraits can be found in many public and
private collections in Ireland and his work has been featured on book covers and
postage stamps in Ireland and abroad. He has lectured extensively, hosts an annual
‘Conor Walton Summer School’ scholarship programme drawing students from
four continents and has been lauded by esteemed critics, art historians and artists
such as the American critic and art historian, Donald Kuspit.
Walton’s practice is driven by his passion to capture, critique and present
contemporary social issues to his audiences. All his paintings are attempting to
answer the three questions in the title of Gauguin’s famous painting: ‘Where do we
come from? What are we? Where are we going?”. He is preoccupied with creating
complex socially satirical works and this preoccupation forms a common thread in
Asymmetrical Warfare where he demonstrates his observations and concerns about
contemporary social issues with meticulous execution. His paintings pay homage to the great European traditionalists and whilst primarily classical in style and
theme they are juxtaposed with modern and imaginative iconography and objects
representative of political figureheads, cultural conflict and crises of our times. He
deliberately creates statement pieces, forcing us the viewer to pause and question
our principles and values as individuals and societies.
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We are delighted to finally present Conor’s work to Luan Gallery audiences. I
believe this powerful body of work will resonate with the many artists based in the
Midlands and the growing numbers of overseas tourists visiting the gallery.
On behalf of the gallery team, I would like to congratulate Conor and wish
him continued inspiration and success. A big thanks also to Robert Ballagh for
opening the exhibition and Donald Kuspit for penning an essay on Conor’s work
and all those who have helped to produce this exhibition and catalogue.

Carmel Duffy
Manager
Luan Gallery
Athlone Arts & Tourism

ii

I’m Still Standing (Yeah Yeah Yeah) Oil on linen, 60 × 75cm, 2010

Conor Walton: Social Surrealist by Donald Kuspit
…what strikes you about them above all is their extreme degree of immediate
absurdity….
André Breton, The First Surrealist Manifesto(1)

It is to be believed because it is absurd.
Tertullian

How can one accept the fact that the dialectical method can
only be validly applied to the solution of social problems?
André Breton, The Second Surrealist Manifesto(2)

Conor Walton is master of paradox, of absurdity in the deepest sense—the incomprehensibility and irrationality of it all, the unresolvable contradictions that
inform reality, the strange meaninglessness, inexplicability and irony that haunt
events, reverberating inwardly to remind us of our own absurdity and the dubiousness and fragility of our lives. Thus in Walton’s I’m Still Standing (Yeah Yeah
Yeah) (2010), the ‘I’ refers to the toy tower pictured, wittily condensing into a
single symbol the two World Trade Center towers; the tower, a construction of
lego building blocks, is labeled with the number 2 (of 9/11 fame), but refers also,
implicitly, to Walton himself, a conservative, not to say old-fashioned representational painter—and thus an alien—in an ‘anything goes’ postmodern art world. His
neo-traditionalist painting is a regression in the service of the ego of art (to allude
to the psychoanalyst Ernst Kris’s famous concept), a regression necessary to save
it from the inconsequence it has brought on itself by way of its so-called purification, not to say its dead-end self-absorption, which is responsible for what the
philosopher Jose Ortega y Gasset called its dehumanization. In Walton’s work what
Baudelaire called the ‘Great Tradition’ is reborn with a fresh sense of social and
personal, and with that humanizing and contemporary, purpose.
I’m Still Standing (Yeah Yeah Yeah) is at once satiric and surrealist and
tragic: a mollifying dream about a violent event—a perversely beautiful painting
about an ugly reality. The collapse of the two trade towers is tragic, the reduction
of them to one toy tower renders them comic. They turned out to be a soft target,
as the soft pears at the base of the tower suggest. As their melancholy, shadowy,
humble appearance suggests, they may also signify the people who jumped to their
deaths from the tower—truly soft targets compared to the building. It’s as though
the attack on the World Trade Center Towers was a bad joke. The irony, and seem-
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ing impossibility and unreality of the event, is compounded by the tiny passenger airplane — another toy, vaguely hinting at the airplanes that flew into the twin
towers — in the remote distance, heading away from the tower, leaving the scene
of the crime, indeed, heading out of the picture into oblivion. This is a strangely
metaphysical painting, as enigmatic and bizarre as one of de Chirico’s metaphysical paintings (is Walton, with his rich art historical knowledge, alluding to one of
de Chirico’s towers?), all the more so because of its elusiveness. A ‘hard’ to accept
event is rendered in a ‘soft’ manner — cruel reality is softened into aesthetically
comforting art, compounding the absurdity of life, confirming the absurdity of
society.
Such contradictoriness, I want to suggest, is the clue to Walton’s ‘negative
dialectics,’ to use the philosopher Theodor Adorno’s famous concept. In a dialectically negative art and society, opposites are perennially at odds. The toy airplane
and the toy tower are stuck in irreconcilability, as the inorganic geomorphic building blocks and the organic biomorphic pears are — while in a dialectically positive
art and society — the art and society Walton repeatedly alludes to; as his Europa and
the Bull (2016) makes clear, they are subtly, even seamlessly reconciled. It is worth
noting that in Walton’s painting the royal spectators watch as Europa and the Bull
disappear into the distance, an allusion to the disappearing dream of a united Europe — a contemporary social reality — even as he is alluding to the distance between
the contemporary spectator and his neo-traditionalist style, appealing perhaps because it softens the edges on a hard-to-take social reality, gives pleasure where there
is pain. It is the deceptive sweetness on the bitter truth. Walton’s grand manner
makes the artistic best of a pathological reality. His overarching theme is ‘the world
turned upside down,’ symbolized by the upside-down pyramid in The Modern Way
To Build A Pyramid (2019), a hollow pyramid standing on its apex with a jagged,
incomplete base; a pyramid that couldn’t stand right side up if it wanted to, for it
has no foundation. One wonders if it was built by the black rats in the foreground,
or did they just nibble away at its foundation. Indeed, it has a cheesy, flimsy look.
As such cruelly ironical, ruthlessly absurd works as The Dream of the Central Banker (2017) and Refugees (2016) make clear, Walton is a social critic. Some
people may think The Best Is Yet To Come (2018), but in fact the apocalypse has
arrived, as Four Horsemen suggests. The horseman — a bug-eyed cowboy — may
look like a comic toy, but the joke is on us. ‘Apocalypse’ is the Greek word for ‘revelation,’ and, however comically absurd a revelation appears to be, the annihilation
it announces is total. The contradiction — opposition, incompatibility — between
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the Irish Saint Patrick and the British Winston Churchill epitomizes Walton’s negative dialectics, perhaps better called pessimistic dialectics, for Ireland and Britain
are irreconcilably at odds, spiritually different, and, as Walton’s work suggests,
obsolete, fading heavenly mirages that have almost become caricatures of what they
once were, or claimed to be. Caricature, carried to a pop art extreme — pop art is
the vernacular art of the demos, a facile cliché-ridden art that appeals to the crowd
rather than the aristocrats in Walton’s Europa and the Bull painting (aren’t ancient
myths also clichés?), but also a socially (and instantly) comprehensible art, and as
such readily assimilated into Walton’s representationalism — is endemic in Walton’s
art. It reaches an ironical extreme in Novus Ordo Seclorum (2018), his absurd yet
psychosocially realistic rendering of the American President Donald Trump as Conan the Barbarian, implicitly Hitler, as the hands raised to him in the Nazi salute
(‘Hail Victory,’ more pointedly ‘Hail Caesar,’ supreme strongman ruler). Walton’s
pictures are loaded with connotations — he is an educated artist, his art is more
than ‘self-expression,’ a major example of what I have called the new objectivism
(whatever traces of the old subjectivism linger in his atmospheric handling) — giving
them an inner resonance and depth that the Pop Art he utilizes lacks, confirming
that his works, with their disturbingly enlightened skepticism (or is it cynicism?)
are High Art.
In the end, they are about the triumph of death in the modern world, as
It’s The End of the World as We Know It (2007), with its skull and crumpled map
of Europe and Africa, accompanied by books about the end of this, that, and the
other thing, suggests. Time is running out, as the hourglass makes clear. Living
death is ironically evident in the regression of man to ape — civilization to barbarism — as Monkey Painting (2013) suggests. The animal skull seems to be grimacing
with amusement. Even modern art will die — is at a dead-end — as Lego Mondrian
(2015) suggests. The Mondrian painting is made of lego blocks, suggesting it is a
colorful toy — like the tower in I’m Still Standing (Yeah Yeah Yeah) — and with that
a tragic joke. It rests against a darkish skull, suggesting that abstract art is the death
mask of art. All three works are Vanitas paintings, suggesting that for Walton, in the
last analysis, all is vanity, including art — the most insightful and unnerving vanity
of all.
Notes
(1)Surrealists on Art, ed. Lucy R. Lippard
(Englewood Cliffs, NJ: Prentice-Hall, 1970), 19
(2)Ibid., 30
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Donald Kuspit is one of America’s most distinguished art critics. He is Distinguished Professor
Emeritus of Art History and Philosophy at the State University of New York at Stony Brook, and has been
the A. D. White Professor at Large at Cornell University (1991-97). He is also Senior Critic at the New
York Academy of Art. He has received many awards for his work, including the prestigious Frank Jewett
Mather Award for Distinction in Art Criticism (1983). He has doctorates in philosophy (University of
Frankfurt) and art history (University of Michigan), as well as degrees from Columbia University, Yale
University, and Pennsylvania State University. He has received honorary doctorates from Davidson College (1993), the San Francisco Art Institute (1996), the University of Illinois (1997) and the New York
Academy of Art (2007). His books include A Critical History of Twentieth Century Art (2006), The
End of Art (2004) and The Rebirth of Painting in the Late Twentieth Century (2000).

Europa and the Bull, oil on linen, 45 × 60cm, 2019
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The Modern Way To Build A Pyramid, oil on linen, 45 × 60cm, 2019
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The Dream of the Central Banker, oil on linen, 45 × 67cm, 2017
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Refugees, oil on linen, 45 × 45cm, 2016
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The Best Is Yet To Come, oil on linen, 45 × 67cm, 2019
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Four Horsemen, oil on linen, 45 × 60cm, 2019
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Novus Ordo Seclorum, oil on linen, 125 × 100cm, 2019
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Novus Ordo Seclorum
The idea for this painting came from a Facebook discussion about who might paint
President Trump’s official portrait. Some of America’s best portrait painters were
part of this conversation, but it appeared none of them would touch the job: the
phrase ‘career suicide’ was mentioned. It struck me as an opportunity lost. I started
thinking about how I’d like to paint Trump; how it might be possible to portray
him in a way that would satisfy his ego and vanity, be true to his belligerence and
macho sexism, and also work as satire or critique. The old Frank Frazetta image
of Conan the Barbarian came to mind as a template; one that would be true to his
American low culture base and easily legible to all who grew up on cheap fantasy
art and literature, superheroes, Hollywood etc., thus widely enjoyable and hard
to disown or reject, whether you love Trump or hate him. When Michael Pearce
asked me to contribute to an exhibition he was curating in California called ‘The
Illusionists’, and explained the theme and crossover from fantasy art with ‘Conan’
artists like Boris Vallejo involved, I told him of my idea and he approved. Since the
exhibition opened on March 31st, we decided to publish the image on social media
on April 1st, claiming it to be President Trump’s official portrait. I tweeted:
“Thrilled and honoured to be chosen to paint @realdonaldtrump official portrait!
Heading to Washington for the unveiling.”

There was the possibility it would go viral on Twitter and provoke the President to respond, but this involved a certain risk: he might not appreciate the joke!
Falsely claiming the picture was Trump’s official portrait essentially put me in legal
jeopardy with the most powerful man on earth, and one not averse to suing and
otherwise making life difficult for his enemies. I had to balance the risk of being
sued, facing costs of hundreds of thousands in legal fees and going on a CIA ‘shitlist’, against the reward of possibly hooking the President of the United States in a
practical joke. There was also the danger that he would love the painting, which had
its own attendant risks! So it was with some trepidation that, just after midnight
on April 1st in a California hotel room, I broadcast the image and switched out
the light, knowing that it would be seen straight away by my home crowd in Ireland
(8am Irish-time) and roll across the time zones while I slept.
The response to the painting was, to say the least, varied: I was cheered,
denounced, and everything in between. Most people grasped the April fool’s element, but not a few were taken in and really believed I had gone over to the Dark
Side. Thankfully it didn’t get me into any serious trouble and passed beneath
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Trump’s radar, but I got a little heat from some on the Left who thought I was
glorifying him, and some on the Right who thought I was attacking him.
I expected this. Reaching across the divide in our age of increasing political
polarisation involves what I think of as ‘dancing along cultural fault-lines’,
in my case using fantasy, humour, playfulness, irony, the feigned craziness of the
court-jester, to articulate serious issues in manner that is both challenging and
mercurial, and that allows and even facilitates multiple interpretations.
When I painted it I imagined two opposed ideal observers for the picture: one on the far left who would see in this picture everything that is wrong
with American low culture, and one on the far right who would enjoy it all; who
would see its machismo as empowering, its sexism as a poke in the eye to radical feminism, and the fascist salutes (lower left) as really no big deal. In a deeply
politically polarised culture the average intelligent viewer might be aware of both
viewpoints, both possibilities, and thus face a real choice: whether to laugh and
take it as a spoof, as satire, or to take it very seriously indeed; as the fascistic shape
of things to come. For the many who failed to take Trump seriously, who still can’t
quite believe what happened and struggle to make sense of unfolding events, the
answer may not be entirely obvious.
In the aftermath of my April 1st escapade, I hope the painting continues
to percolate through the internet and popular culture, and haunts President
Trump’s ‘real’ official portrait through the decades. It is in the nature of ‘official’
portraits that they are dull, boring, stiff affairs that say little of substance about
their subject. I’d like to think that mine will be the best and truest image;
that it will compete with and perhaps eventually even replace the official portraits
in popular consciousness, becoming the portrait he should have had, and eventually did.
Michael Pearce came up with the title. The motto ‘Novus Ordo Seclorum’
appears on the Great Seal of the United States (designed 1782) and can be translated as “A new order of the ages.” It was intended to signify “the beginning of the
new American Era” with the Declaration of Independence and has appeared on
the back of the US Dollar Bill since 1935. My use of these words is obviously an
ironic (perhaps tragic) repurposing.
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It’s The End of the World as We Know It, oil on linen, 30 × 60cm, 2006

Monkey Painting, oil on linen, 40.64 × 81.28cm, 2013
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Lego Mondrian, oil on linen, 25 × 35 cm, 2015
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Preaching to the Converted, oil on linen, 180 × 120cm, 2019

15

Asymmetrical Warfare
Madmen we are, but not quite on the pattern of those who are shut up in a
madhouse. It does not concern any of them to discover what sort of madness
afflicts his neighbour, or the previous occupants of his cell; but it matters very
much to us. The human mind is less prone to go astray when it gets to know
to what extent, and in how many directions, it is itself liable to err, and we
can never devote too much time to the study of our aberrations.
Fontenelle(1)

‘Asymmetrical warfare’ is defined as war between belligerents whose strength,
strategy or tactics differ significantly. Typically, it is war between a well-resourced
professional army and an insurgency or resistance movement often seen as ‘unlawful’ (‘subversives’, ‘guerrillas’, ‘terrorists’), in which the weaker force uses unconventional tactics to prevail over an apparently stronger opponent.(2)
It is a phrase obviously relevant to recent military conflicts such as those
Afghanistan, Iraq and Syria, but also metaphorically to the various political insurgencies within our Western democracies (typified by Trump, Brexit, the rise of the
Alt-Right and Alt-Left) where anti-establishment forces score unexpected victories
through unorthodox means. It also applies in the contemporary cultural arena to
an Avant-Garde that has become ‘Old Guard’, ‘Establishment’, and is now being
challenged and subverted in surprising ways and from unexpected directions. My
work is caught up in that challenge.
‘Asymmetrical Warfare’ in a way sums up my career and approach to painting and
culture. However, it has particular relevance to my current work because this deals
explicitly with cultural conflict, with the crises of our times – political, ecological,
financial, cultural and moral – and the warped perspectives that ensue.
In most of these pictures I try to ‘dance along the cultural fault-line’, ]
presenting complex narratives that may be interpreted in opposite ways, depending upon the viewer’s perspective. My intention is in part to present the intelligent
viewer, aware of contrary interpretive possibilities, with questions and dilemmas:
Which interpretation to choose? Whose side am I on? Am I joking or serious? Am
I crazy or sane? Is this satire or paranoid fantasy? My hope is that the intelligent
viewer, aware that different interpretive possibilities cannot be removed, that the
picture cannot thus be easily used as propaganda by either side, or easily disarmed
and rendered innocuous, is led towards a more complex and nuanced negotiation
with the image. The viewer’s own interpretative responsibilities must be acknowledged. The implicit threat to the viewer’s interpretation and supporting worldview
remains.
16

I know in presenting such complex work dealing with controversial and politically
charged topics I’m making serious demands on my viewers’ tolerance and sophistication. I risk being identified with the enemy and denounced by both sides.
I think the potential reward for taking this risk is work with deep cultural
resonance that tackles the serious issues of our day and cannot easily be ignored or
forgotten, even by those who dislike it. In an age of crisis and revolutionary politics, the imaginative arts typically acquire renewed force and vigour and command
our attention because they can reveal what is going on deep in our collective psyche
and beneath the surface of our culture, especially when authority proves weak, fallible and deluded. What we find in the depths can and perhaps should be shocking
to any civilised, reasonable observer sensitive enough to read the signs. I can vouch
for this. I, too, see the madness in my work, and in my times.

(1)Quoted in Paul Hazard, The European Mind, 1990, p.52
(2)The popularity of the term dates from Andrew J. R. Mack’s 1975 article “Why Big Nations
Lose Small Wars” in World Politics, in which “asymmetric” referred simply to a significant
disparity in power between opposing actors in a conflict.
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Asymmetrical Warfare, oil on linen, 45 × 90cm, 2017
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The New Religion, oil on linen, 180 × 120cm, 2017
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The New Religion
This painting reflects an evolutionary and ecological understanding of the world.
It sings a hymn to the glory of nature. It bears witness both to the triumphs of science, and its failures. It offers a blessing (theologically unorthodox and perhaps a
little ironic and mischievous, but possibly welcome nonetheless).
The moral and spiritual issue at the heart of this picture is our estrangement
from nature, and our ecocidal guilt. How far can a work of art go towards addressing that guilt, reconnecting us with nature, reconciling us to our fate, and perhaps
our doom? These are my questions. They help define my artistic project.
This painting was inspired, firstly, by my love of Renaissance painting, and
in particular the pictures of Giovanni Bellini. I’ve always loved the solemn, tranquil, understated grandeur of his great alterpieces, and have long wanted to emulate them, but didn’t feel comfortable with the idea of painting the Virgin Mary or
the baby Jesus, or making propaganda for a religion I didn’t believe in.
I found myself asking: “Might it be possible to take the form and aesthetic
language of Bellini as a framework, to follow him in spirit and structure, but with
the Christian iconography stripped out and replaced by something closer to my
own beliefs?” This painting emerged as the answer to that question.
A typical Bellini ‘Sacra Conversazione’ has the Virgin and Child placed
centrally on a throne, beneath which saints and martyrs are gathered, apparently in
conversation. Some youthful angels, singing or playing musical instruments, add
another element to the composition. The setting is usually architectural but often
open-air and suffused with light, suggestive of an overarching order in which God,
Man and Nature can exist in harmony with each other, with all conflict reconciled.
I’ve largely followed this format, but systematically replaced the Christian
iconographic components with those of the biological sciences. My ‘saints’ are the
founders of modern biology: Charles Darwin, the father of modern evolutionary theory, Gregor Mendel, whose experiments with peas laid the foundations of
genetics, and James Lovelock, the founder of earth-systems science or ‘Gaia’ theory
(here holding the Willendorf Venus). My ‘martyrs’ are the victims of extinction and
ecocide. The ‘angels’ are my own children, joyfully celebrating Nature’s glory.
At the centre, where Christians put God in the form of a human child, I have
placed an infant chimpanzee, its hand raised in a blessing. Why? Because I can’t go
along with the idea of Man made in God’s image, or (in its Humanistic inversion)
God made in Man’s. Because the very notion of divinity is difficult for me,
I wished to paint a picture in which our understanding of the deepest mysteries is
frankly mocked.
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It may be asked whether my attempted homage to Bellini and the Renaissance
preserves the spirit of the original, or betrays it. My own sense is that my values
and Bellini’s are surprisingly congruent. The Renaissance was in fact a period
of great religious turmoil, widespread scepticism, and a desire for religious
renewal that expressed itself in the revival of old cults and openness to strange
new ideas. Artists were at the forefront of this movement. Intellectually, Bellini
may still have been a Christian, but the religion of his eyes was Naturalism, and
this (more than any Christian theological concept) is to my mind what his pictures embody most deeply. This is why, in emulating him, I think it is possible
to discard the more overtly Christian content, while still preserving the essential
spirit of the work.
The intent here isn’t anti-Christian, or anti-religious. In Bellini’s day
there was no obvious discord between science and religion. It’s that sensibility
which I’m trying to recover.
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An Ape’s Limbs Compared to Man’s
This painting is based on an illustration in an old book on primates comparing
the proportions of a human and a gibbon. The illustration intrigued me because
it quotes the image of Vitruvian Man made famous by Leonardo, in which man’s
beauty and perfection of form are demonstrated by him fitting, arms outstretched,
within a square.
The poor gibbon is obviously deficient within this scheme of values: legs
dangling, he appears crucified. The illustration seemed to express unintentionally
something strange and dysfunctional in our relationship with nature. I sought to
fulfil the iconographic potential of the image by translating it into a dramatically lit
three-dimensional space, a sort of Last-Judgement scene in which, instead of human souls, animals are weighed and measured and man appears god-like, glorified.
In the background the evolution of ape to man progresses toward an unknown future. By overlaying the iconography of science and progress upon older traditions
of Christian and classical humanistic iconography, the picture condenses many
of the central themes of western civilisation. The result is like a super-historypainting which parodies Christianity, Humanism, and Scientism without, I think,
endorsing any of them. I think this reflects my own ambivalence about much of our
cultural heritage and likely destiny.
The people in the painting are not really free agents: they enact roles not of
their choosing but dictated by my iconographic scheme. However, as realistic, sensitive portraits - mostly of friends and family - I think they help to counterbalance
the abstractness of the ‘big picture’ themes (Man, Nature, Science, Destiny) with
more intimate human values.
In its composition, rich colours and dramatic light, the picture recalls HighRenaissance religious and narrative painting. I also looked to Last Judgement
scenes, where Christ ‘in glory’ is depicted centrally while angels weigh the souls
of the dead, separating the righteous from the damned. The imaginary space was
inspired by Courbet’s Atelier in the Musée D’Orsay in which he depicted himself
at his easel in a vast urban studio, surrounded by friends and enemies. I was also
thinking of Gauguin’s great painting, Where Do We Come From? What Are We?
Where Are We Going? and wanted to paint a picture that might live up to the ambition of his title.
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An Ape’s Limbs Compared to Man’s, oil and metal leaf on linen, 120 × 240cm, 2015
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Biography

Born in Dublin in 1970, Conor Walton studied the History of Art and Fine Art
Painting at National College of Art, Dublin. Graduating in 1993, that same year
he went on to win the prestigious Taylor Prize with the Royal Dublin Society.
Displaying already prodigious talent in portraiture and still life, Walton sought
ways to enhance his art practice by immersing himself in the tools and techniques
used by painters over the centuries. This led him to pursuing an MA in Art History and Theory with the University of Essex, before studying Florence, in the
studio of Cecil Studios, to study old master techniques with American painter,
Charles H Cecil. After grappling with the traditional techniques of oil painting,
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and mastering classical skills of disegno and colorito, Walton returned to Ireland
in 1996. Three years later Walton enjoyed his first sell-out solo exhibition in 1999
at Jorgensen Fine Art Gallery, a venue that hosted several subsequent solo shows,
including his exhibition of evocative historical paintings; ‘Philosophical Paintings’
in June 2006.
Since winning Third Prize for Painting at the Florence Biennale in 1999,
Walton has established an international career that sees him exhibiting worldwide, with recent solo shows in Britain, Denmark, Norway, France and America.
His portraits have won prizes at the BP Portrait Award and Portrait Ireland (both
2005). His paintings are featured across public and private collections, including: the Archdiocese of Dublin, the Boyle Civic Collection, Club na Muinteoirí,
Dublin Dental Hospital, the Electricity Supply Board, the Irish Armed Forces,
Maynooth College, the National Library of Ireland, the National Self-Portrait
Collection, University of Limerick, St Patrick’s College, Cavan, and University
College Dublin.
His work paints principally from life, eschewing uncanny realism to a playful and fantastical effect, in order to delve into broader themes of politics, truth,
meaning and value.

“My aim is to paint pictures that obviously refer to contemporary events and beg for interpretation, but that
(while political in the largest sense) are not reducible to
propaganda. I want people of widely divergent political
views to be able to take pleasure in my work yet be unsure whether their own opinions are being endorsed or
mocked. Particularly in our age of increasing political
polarisation, this involves what I think of as ‘dancing along
cultural fault-lines’: using fantasy, humour, playfulness,
irony, the feigned craziness of the court jester, to articulate
serious issues in oblique or non-confrontational ways.”
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Fat Tails, oil on linen, 30 × 100cm, 2014

29

Colophon
Published on the occasion of the exhibition
Asymmetrical Warfare

by Conor Walton
17 August – 13 October 2019
Luan Gallery
Athlone Arts and Tourism Ltd
Images © The artist
Text © The authors
Essay by Donald Kuspit
Catalogue compiled and edited by Simon Daly, Carmel Duffy, Emma King
and Orla Connaughton.
All rights reserved. No part of this publication may be reproduced, stored in a
retrieval system or transmitted in any form or by any means, electric, mechanical
or otherwise, without first seeking the permission of the copyright holders and the
publishers

30

Luan Gallery

As the Municipal art gallery and hub of visual arts activity in County Westmeath,
Luan Gallery plays a vital role regionally and nationally by presenting a wide range
of art exhibitions, outreach programmes and installations.
It is the first purpose-built municipal visual art gallery located in the midlands, opening in November 2012 and represents a significant development for
the arts in Ireland. A total of €3.4 million was invested in the development of the
gallery by the Border Midland and Western Regional Assembly, the Department of
Arts, Heritage and the Gaeltacht and Athlone Town Council.
The 575 m2 gallery was designed by Keith Williams Architects who also
designed the National Opera House in Wexford and the Chichester Novium Museum. The space is located on an impressive site overlooking the River Shannon,
adjacent to the town’s historic bridge, Athlone Castle and the Catholic Church of
St. Peter and St. Paul. The space adapts the town’s historic 1897 Father Mathew
Hall into a new gallery, adding a new wing with state-of-the-art audio visual capabilities and a riverfront gallery space overlooking the Shannon.
The objective of the space is to promote a dynamic contemporary visual art
programme of both established and emerging artists from home and abroad. The
gallery aims to place visual artists at the heart of its activity and to offer visitors a
unique cultural tourism experience for the community and visitors to Athlone and
beyond.
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Luan Gallery
Elliott Road, Athlone, Co Westmeath
tel: 090 6442154
email: info@luangallery.ie
web: www.luangallery.ie

LUAN GALLERY

LUAN GALLERY
Front Image:The Barbarians at the Gates, oil on linen, 50 × 60cm, 2017

