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Deirdre Feeney 
That Evening 
2009 
kiln formed glass, waterjet cut, cold worked, lamp worked glass projected animation 
31.5 x 25 x 35.5 cm 
 
How would you describe your practice? 
 
Firstly I would say I’m a maker. I make three-dimensional objects.  
 
I’m actually quite uncomfortable with the term artist. When people say. “Oh, you’re an 
artist”, I say I don’t really know if I am or not. I sit more comfortably with a maker, 
because I make things. That’s what I like to do. 
 
‘Maker’ is a quite traditional approach. 
 
No, I don’t think so. A maker can basically make anything. I don’t classify myself as a 
‘glassmaker’ either. My work is not about glass per se. It is an expression of an idea, 
an idea that is in my head. My practice is very much about getting that idea outside 
and visualised. 
 
The material is integral to the idea because the transparency of glass allows the 
projected image (what I call the ‘memory clip’) to be seen around the ‘building’. If I had 
a non-transparent material I couldn’t do that.  
 
The material enables you to get the idea across? 
 
Exactly. Also the term maker implies a process of making and I really enjoy that 
process. I really enjoy working with the material glass. In terms of what I’m making and 
how I’m making, that has changed a lot since I left school. With a lot of materials, the 
more adept you become with the material the more you can do. The more skill, the 
more knowledge you have, the less you are limited by technique. Then you are only 
limited by your ideas. I find the better I become at using the material the less I am 
limited in what I can do with it. Exploring the expression of my particular idea is getting 
bigger and bigger. 
 
And becoming more articulate? 
 
It is becoming more articulate but also, when I explore one idea that brings me to 
explore something else. My practice is quite research based. I do a lot of background 
into what I am doing. I look at lots of things, the world around me, all sorts of structures 
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and things that happen, small, sometimes ‘unnoticed’ things that happen in my 
environment. I do a lot of reading. It is multidimensional. 
 
The ideas? 
 
Yes the possibilities of the idea, but also the glass techniques as well, and video 
technique. 
 
Contemporary practice? 
 
The video animation is. Still I use such a variety of glass techniques making my 
buildings. Some are very old techniques and some are quite new (I use waterjet 
cutting), then there is kiln working and lamp working, which are all quite old. I used to 
use a lot of casting, which is obviously ancient, but I don’t do that much anymore. 
 
Your work occupies much more space than the object. It’s installation. 
 
Yes. When most people see my work they say it’s installation work. I myself am very 
attached to the object. I don’t know whether that’s because the glass component of the 
work takes a very long time to make. I don’t know if it is through investment of time and 
energy that I become very attached to the object. It’s funny that when the work gets 
finished and it is set up, it is very much about the whole space. It does become more 
than the object. In a way the object becomes the subject, in that gains its own life when 
installed. It becomes the ‘doer’, the ‘creator’ of the space. 
 
You still have that relationship with the object. 
 
I think also because the object remains object where the installation is ephemeral. It 
only exists when I have the data projector on. As soon as I turn off the data projector 
the work is gone, but I still have the object. 
 
What influence did your training have? 
 
I was a mature age student. I had already studied at university. I had done something 
completely different – I studied psychology and French literature at Trinity College. I 
guess psychology had a major influence on what I did with glass. I was very interested 
in ‘internal space’ as a map of the mind. I made very small houses, the exterior which 
referenced our physical body, the interior of the houses visualised the self / the mind. 
They all fitted together. That was how I started making buildings. 
 
The philosopher Gaston Bachelard, who is very well known for his work on space and 
the house, influenced me. I read a lot of his stuff and also read the multifaceted 
educational and arts philosopher Rudolf Arnheim who talks a lot about architecture 
and space. 
 
My training at the glass workshop (in terms of technical ability) was also influential. 
Although I cast a lot of work in Canberra, it was the finishing of the object, which had 
the most influence of me. Visiting artists-in-residence also had an influence on my 
work. 

 
You are looking for a relationship between the ethereal projection and the glass? 
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Yes I am. The one fits the other. When I’m building a video work, it is edited around the 
building. It is not edited as a flat image. It is edited three-dimensionally. I have to have 
‘the piece’ and then I test back and forth. One of the reasons I got into the video work 
was whilst at the glass workshop in Canberra, there was so much emphasis on the 
object. I found this type of object always to be so still. I wanted to see if I could put 
movement and energy into an object. So I taught myself basic skills in animation and 
projected it onto the object. I was really excited by the effect. Since then I have 
developed more animation and video skills. 
 
A couple of years after that I had this notion of a building as an empty space, but an 
empty space is never empty. It is as though when they are empty, the walls release 
their memories. Then when they think nobody is looking they are able to release them 
as fragments of time. These are not full narratives or full stories. They are five seconds 
here, ten seconds over there. The videos are like time collages. They are anti-
narratives. 
 
Poetic work. 
 
Well hopefully. If I was at a party and someone asked me what I did, I would like some 
day to be able to say I was a visual poet as well as maker. I don’t think I’m there yet, 
but at least I can aspire towards it. 
 
The glass as a canvas? 
 
Yes that’s right. That only became apparent to me through people giving me feedback 
about the work. The fact was that the glass object was the blank canvas and a three-
dimensional screen. That screen (or canvas) can also be the divide between inner and 
outer really. 
 
Do you see yourself working with a ‘language’? 
 
In terms of technique, not talking about the overall visual effect. How I make this is 
technical. So I definitely have developed a certain glass language and a certain video 
language. In terms of expression, it’s funny because when I think in terms of end result 
maybe I have ‘words’ of a language, but I don’t think I have developed a full language 
for finished pieces because I think it’s too early on in the development of my practice. 
 
You have moved beyond describing an object. 
 
I think so, because if you go back to it being an installation, it is not object, it’s 
experiential. You have to be there in the room. It is an experience.  
 
Does the making take you places you don’t expect? 
 
It does and it doesn’t. My work is extremely precise. It all has to be planned out to 
within one tenth of a millimetre. It is precision driven, so in a way there isn’t much room 
for serendipity in the middle of making something. But having said that, I do a lot of 
testing. With the buildings I try to use techniques that will have some of their 
components not looking like glass. Like something made out of bricks, or something 
made out of wood. It looks like something else when it is in glass. So the only things 
that look like glass are the windows, but everybody knows it is all glass. 
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I have a lot of fun playing around creating certain effects. That’s where things can take 
me places. But it is all through testing. I do a lot of testing. Also when I install the work 
that’s when I find things I wasn’t expecting. Eg, the glass building becoming a lens and 
it casts a silhouette of the building onto wall with the moving images behind it. 
 
Why the illusion (of trying to make glass look like brick)? 
 
I guess that is the architectural reference. I want to make it all out of glass because of 
the transparency and I really like to have contrast in the building. I just completed a 
series of buildings that are the most detailed I have made and I am making some more 
now that are even more detailed in terms of materials made to look like other things. I 
really enjoy making an object that is quite intricate. It is not because I want to create an 
intricate object. It’s for me. I like looking at quite detailed things. I think that the piece 
might be more successful (for me anyway) if it just looks more like a building. 
 
Is this to do with engagement? 
 
Yes it is. You are able to get lost in a piece. You can spend ages looking at something. 
I love that and I love being able to make that happen for someone else. 
 
I use to make very abstract work with no detail at all. Now I am making more and more 
detailed work. Coming back to the object, I’m really interested in making exquisite 
objects as well. I guess that is my ego speaking. I don’t want to just ‘slop up’ anything I 
can get away with, in getting the visual effect that I want. That is not where I am. I want 
to make the effect, but also make it as exquisitely as I can. 
 
‘Exquisite’ implies an old glass touch. 
 
Yes I guess it does. 
 
With your installations, is it though viewers are ‘in’ the work? 
 
Yes. There are multiple layers of reaction to the work. Because it is dark and the object 
is lit up, with the glass being (for want of another word) ‘sparkly’ as the light catches it, 
it’s attractive to the eye. But I like it when people get engaged in the image and they 
are trying to figure it out. In the space itself the object can be viewed from the side, the 
front, the back or the top.  
 
The images are rear-projected. The ‘building’ becomes a lens and then that throws a 
silhouette of itself onto the facing wall in the real space. The building is then a shadow 
on the wall and in the windows and doors you can see the animations. This is like 
another piece and a lot of people are intrigued with that. I think for a lot of people that 
is the favourite piece of the work. 
 
People spend a lot of time with the work, but that is installation work. 
 
Are you surprised by people’s responses? 
 
Sometimes I am very surprised, mostly by people who don’t like the work. People who 
don’t think the work is resolved. I am very much into listening to those as well. Just 
recently I have scaled up my pieces. They (the objects therefore the projections) are 
bigger then they were before. I’m putting in little pieces of furniture. I just made a series 
of cinema theatres and I made little movie theatre chairs for inside – just one chair per 
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cinema. Because the back is open they thought the back was too exposed, they 
thought that they could see too much inside the building and that I gave too much 
away.  
 
Some people don’t like the projected silhouette on the wall because there is too much 
going on and they get confused and that makes them uncomfortable. They don’t know 
what they are to look at – the object or the wall. I think they can look at whatever they 
want to look at. 
 
The experience is very different if you look at the object from the front, or the side, or 
the back. It is a completely different piece when you are looking at the outside of the 
object with the images wrapped around, then from the back where you see inside the 
object. 
 
Because it is so evocative you’re getting very strong emotional responses. 

 
Which is great. Certainly after the last show I lot of people said that. 
 
Is the openness drawing a response from the viewer? 
 
Yes, that’s what I’m trying to do. That is the whole idea with the memory – the whole 
Proustean idea (little Madeleine and Memory of Things Past). It is not a specific 
memory of a specific thing with a specific person, but it sets off an archetypal trigger 
for anyone experiencing the work. 
 
Do you name your pieces? 
 
Yes I do. It’s very important and it is very personal. It is funny because I am always 
saying the images are anti-narrative, they don’t tell a story, but the titles very much do. 
Just recently I had this show where one was called, I Wish I Could Remember You and 
another was called, I Just Don’t Know If I Was Ever There. Another was called Erased 
and that had no projections at all. They are all very cinematic titles. 

 
All the titles are personal, but do not have any prescribed meaning for the viewer. They 
experience the work for themselves, and take whatever they want to from it and it’s 
title. 
 
People will form their own meaning. 
 
As with anything I suppose. The titles are not meant to be a prescription. 
 
How long have you been working on this body of work? 
 
I have been working on this body of work since 2007. 
 
Has your reaction to the earlier work changed? 
 
Oh yes (laughs). I look back at the earlier work and I am amused at where the work is 
now after two years. I just hope I can make the same leap in the next two years in 
terms of quality of making and in having that dexterity to be able to make what I want 
to make. In my opinion the work is of a higher quality technically, but also aesthetically 
and in what I’m trying to do and get across. The idea is getting more involved. 
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Do you see limitations in the way people perceive glass practice? 
 
Because glass is seen as a form of craft, it’s placed in the craft world. You could talk 
about that whole visual arts/craft debate forever. Now, not for the first time, but maybe 
for the first time with quite a few people, glass is being applied towards something 
else. A lot more people are using glass within individual art realms. I think more now 
than ever in the glass world the divide between what is art and what is craft is shrinking 
  
Glass is known to be quite traditional. Even studio glass (which has only been 
classified back to the mid 40s) has its own tradition. Also (and it’s only my personal 
opinion) the creative possibilities and application of glass has been hindered by its 
commercial weight (which has to do with its long history). Glass, even studio glass can 
at times be seen more as a commodity than an expression of an idea. This is also 
partly due to the lure of the material itself.  
 

 


