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In postconflict Northern Ireland, the artist Willie Doherty has been active in showing how the memory t
of the Troubles |ingers on as a spectral pres:
artists working in response to this mext, whose work can be characterized by a heightened sense of in
betweenness and representational, spatial, or temporal instability (Long, 2019). Such work is concerne
an oscillation between the past and the present in order to convey the serae whcertain future.
Although filmic, photographic, and sculptural works have been deployed by such artists to harness the
conditions of uncertainty, it is the medium of drawing that remains relatively wedgtored as a way of
showing how thespectres of violent pasts remain in this fragile context.

This paper is an examination in the use of drawing to show the spectral presence that continues to ha
spaces marred by histori es -corflictgontext. Ehe stuely is underdedr !
by theories that relate to haunting, but also
Parallax Gap. Theoretical concerns are applied to the filmic techniques of the artist Willie Doherty (20C
and t o Ri ch artdg THimgiionl Il (4954). §he peauiltamt drawing and textual analysis
responds to the spectralrn in postconflict art in Northern Ireland, making a case for drawing as a prac
of haunting.
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Introduction

In January 2019, the dissident Republican group calling itself the New IRA planted and detonated a car
bomb outside the Londonderry/Derry city courthouse. The harrowing images caught by CCTV cameras
bore a striking resemblance to the atrocities that tod&age in Omagh (1998) and Claudy (1972) during

the height of the Troubles period, with journalists linking the explosion to the ongoing Brexit

negotiations and the possible return to a hard border between Northern Ireland and the Republic of
Ireland. The axiety stemming from these recent events signifies the collective trauma that continues to
blight Northern Ireland even in the twerdyo years since the signing of the Good Friday Agreement. In
the contemporary postonflict context, visual artists such ¥éllie Doherty have been showing how this
trauma has continued into peacetime, adopting techniques that evoke a spectral presence in places that
hold an historical | egacy o fspectreoof violenceelingerDm her t y ' s
because tiey have not been reconciled or fully confronted and therefore have the capacity to inhibit
notions of a progressive future.

One aspect of thtrend in postTroubles art has involved the speculativeorelering or reimagining of
the relation between the ast, the present and the future within this notionally settled contemporary
period (Long, 2019)In this pursuit, such visual art depicts disturbances in the present that agitate the
normative reconciliatory pathways to peace. The view proposed by La{2ba0, p. 170) is that such an
approach might be considered as a practice of haunting, wheeetres can be used to understand the
intersection between unresolved pasts and the transmission of traumaqguttict. Gordon (1997)
acknowledges the ghostdst h e  pforin byovhigh admething lost or invisible or seemingly not
theremakes t sel f known @&urtheamprp, &ordon (1L997) wlls usghiae should not
think of ghosts as representations of missing or dead persons, bud@sting reninders ofthe violence
and complexsocial relations in which we livdacques Derrida (1994) also held the view that we must
“l'earn to live with ghosts..in the name of justice!
creates an unravellingf the politics of memory, confronting us with the past in any conjectures about
the future.

Although visual artists such as Willie DoheBiyncan Campbell, Una Walker, Aisling O'Beirn, John

Duncan, Ursula Burke and Daniel Jeweshbiane been concerned thi filmic, photographic, and

sculptural techniques as a way of highlighting the struggle for memory in thecpaflict context, it is

drawing that has been relatively undatilized in the framing of these elisions between remembering

and forgetting. Thi paper seeks to address this issue by making a case for haunting as a practice through
drawing. The paper opens with a brief account on theories related to haunting in thepofict

context and expands on these notions through the philosopher SEvdjstheory of the parallax gap.

The following section presents amalysis of the parallax view in Willie Doherty's film Ghost Story (2007)
and considers technigues that Doherty has adopted in order to evoke the sense of a spectral presence.
This filmicanalysis is then paralleled with a study on techniques adopted by the artist Richard Hamilton

in his parallax painting Trainsition 111l (1954). The fourth section is a summary of the theory and artistic
techniques analyzed; deployed in the formofaparalx dr awi ng of the site wher
was killed by an IRA car bomb in 1992. The paper conchydasgyuing that the practice dfaunting

through drawing can accentuate tl@portance oflooking atthe past in all its complexitin any

consideartion of the future.
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Haunting as a psychoanalytical tool

The ongoing Brexit deliberations have induced thoughts of a possible return to a hard border between
the North and the Republic of Ilreland, winttyh debat
might be constituted. The debates sparked notions that old forms of division could yet appear, under

new conditions, for unexpected reasons (Long, 2020). According to Lawther (2020, p. 157), the signing of
the Good Friday Agreement in 1998 signadedoment of transitional justice for Northern Ireland, but

what the agreement lacked was a comprehensive approach to dealing with the past. This lack of a

unified approach to peace making is registered by the art theorist Declan Long in his rece@Hmsbk
Haunted Land(2019) In his survey of art produced in the paxtnflict context, it is the notion of a

haunting of the past resonating in the present that challenges the idea of the progressive future that was
originally intended by the peaagreement. In psychic termd)e recentspate ofviolence might be

classifiedas a return of the repressedgnaling thatunresolved trauma has been triggeredtbg border

issue. Haunting, then, is not something that causes a petrification of the subjeatather disturbs it in

a way that moves the psyche into action, enabling the acknowledgement of charged pasts and
unresolved issues.

The academic Stephen Frosh has expanded on the relationships between haunting and psychoanalysis,
stati ng daralgsisinterpicnallystirs up demons, it refuses to stay silent about trouble and

pain, it insists on talking about the things that
As Gordon (1997) argues, haunting and the appearanspaiitres or ghosts is one way in which we are

notified that what has been concealed, repressed or remains unanswered is very much alive and present
with the potential for personal, social, and political disruptiblere, the exposure of thepectreenables

a way @ bringing the past into the present so that it permeates future thoughts and actions. This

approach to haunting is strikingly evident in the film work of Irish artist Willie Doherty, where the

approach has been to seek out and represent seemingly forgottgp | aces in a circuitou
layering of absent spaces evokes a disturbed presence in the way that scenes cut in and out of one

another, performing an action that is symbolic of the traumatic discontinuity that continues to pervade

the collective inner life of trauma victims in the pesbnflict context.

Frosh's framing of the interrelationship between
take possession of the subject, rather than exorcise the ghost from it. In this holding gpadke

unconscious that is rendered visible by a process of reflecting on how the past infiltrates the present.
Trauma has the power to evade time, manifesting as a frozen object that is paradoxically also in motion

through its cyclic capacitytoblat subj ect ' s experience of external r
can be conceptualized is through SlaX¥agg k ° s t heory of t he ZP &2086),] ax Gap.
parall ax can be defined as “the agspiamagansta di spl ace
background), caused by a change in obser Vatizieknal

is interested in the psychic gap between the inner world of the subject and the external world of the

object, likening parallax tde way that the unconscious operatesAri  &thdory, when a shift in the
observer occur s, there Ii's no shift in the object
perspective of the object, it is the same object just looked at fradiffarent position.
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Z i B®rnulation of the parallax gap might be applied to the peace agreement in Northern Ireland,

where the shift in political position from “troub
trauma caused by the Trolgs. For trauma sufferers, the ontological position is one that is suspended in

the gap between these two political states. One way to acknowledge this difficulty is to expose the

trauma induced by the ‘“paral |l ax isgatpularlytpdtentovaemh a pr
thinking about sites that have had violent acts performed on them. According to Lawther (2020, p. 163)

one of the primary ways in which | andscape can be
space and suspension tbfe time-spacememory continuumFe |l d man (1991) argues, *“|
the history of death in | ocal space, disrupting t

traces, whose reason for existing (or persisting) is to call attention to dygpened in a particular place
and to demand that that place does not pass from memory.

Theprocess of selectively calling forth the dead and the past throughpleces i nspi red t he au
visiting of a car park where his cousin was killed by arcéRBomb in 1992. Spencer McGarry was an

off-duty RUC officer who had been visiting his mother in the seaside town of Ballycastle when his car was
installed with a mercury tds wi t ch bomb (Figure 4A). Spencer’s mur
Ballycatle, but also contributed to a wider anxiety around police murders that had occurred during the

period. The carpark in Ballycastle is for many a space that is suspended in time because of the events

that took place in it. In this revisiting of the siteycawith the drawings that follow, the intention is to fill

the absence left by Spence, and to represent his loss as a continued presence.

FHGUREL: WILLIEDOHERTYGHOSTSTORY(2007),HIGHDEFINITION DIGITAL VIDEOLORSOUND RUNNING TIME
(LooPED: 15 MIN. DALLASMIUSEUM OART. COURTESY OF THE ARTIST
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Taking possession of the ghost

-

HGURE2: WILLIEDOHERT,YGHOSTSTORY(2007),HIGHDEFINITION DIGITAL VIDEOLORSOUND RUNNING TIME
(LooPED: 15MIN. DALLASMUSEUM OART. COURTESY OF THE ARTIST

Wil | e Do h &hostgtorg200f7)iisla fifteeaminute video projection that centers on a journey in

and around Londonderry/Derry in Northern Ireland. Mideo explores the idea of the past haunting the

present where the evocation of ghosts can lieked tothe violence associated with the Troublés.

both the steadiness of the camera that gives the sensation of a body that is detached from its

surroundings, and with a voiceover thafersto “restless creaturs whose intentions are often beyond

our comprehensiohand figureswho “inhabit a world somewhere between here and the riethere is

a strong sense that spectral forces are at wiiing, 2019)The sites depicted in the film also link to this
spectralqual ity, resonating with a common trope in Doh
to be forgotten. This is most striking in the main location of the film, which centers on a long track in a
woodland terrain; the spectral quality of the scenewwked through its resemblance to a search party

looking for a disappeared victim. The evocative setting, along with the disturbing slow passage of the
camera’s movement, denotes the petrificatien of a
towards a terminus that is never reached (Figure 1).

In two points of the filma parallax view is revealed as the camemmsitionshifts 90 degreefom the
dominant perspectival shot of the woodland tradkotion parallax is a type of monocular dépt

perception cue that occurs when a subject is in motion, telling the observer which objects are closer as
they appear to move faster than objects that are further away. To shoot these segments, a Steadicam
operator was positioned on a balloamheeled doly and pushed along the track, the resulting visual

effect is similar to the view a passenger might have when looking out the side window of a moving car
(Figure 2). The scene shows a barbed wire fence in the foreground, a dense wooded area in the middle,
and a mountainous terrain in the background. If the observing eye attempts to fix on one of the trees in
the middle distancethe fence and barbed wirm the foregroundappear to shifquickly tothe left,

while themountains in the backgrounshift slowlyto the right.It is thevisualgap produced by this view

that creates a blurring of the landscape arouthd fixed pointof the tree This phenomenon adds to the
spectral qualities of the film because it holds the observing subject in suspension, stitingadixed

position while the direction of travel appears to be moving in opposite directions. The turbulence of the
scene rushing npasetyet hfeuncltoicoknesd as a vi sual met apho
capacity to form a sense of depth ireaming to places that harbor violent pasts.
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Drawing the parallax gap
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FGURE3: TRAINSITIONII, 1954, RCHARIHAMILTON® R.HAMILTONALLRGHTRESERVEIACR2022.PHOTO TATE

The parallax scene in Doherty’s film provides a u.
address the practice of haunting. For the purposes of this paper, the analysis of the film opens up a

question on how other representational techniques haeeb used to study the visual phenomenon of

motion parallax. One such artist concerned with this approach to depicting the reality of seeing was

Richard Hamilton, who would later come to take on the Troubles as a subject in hidtwaak.the

writing of the contemporary US scientist James J. Gibson that would influence the question of vision in

motion for Hamilton coming from a time when the artist was particularly concerned with techniques
oppositional to linear perspective Gi bson’' s T hee/islRlaMordEpdisamempiical t h

account on the visual reading of the entire environment, often from an aerial viewpoint, scanning

organic and manmade textures for depth and meaning. In Trainsition Illl (1954), Hamittwhfoe

himself, onthe Kings Cr oss t o Newcastle train, Gibson’s exp
the visual field of a speeding spectatdihe resultant painting shovebjects moing in different

directionswith an ensued blurring of the external environment (Figure 3).

Ha mi | t o n depictptleiviawt fiom gtrain window as he looks out at 90 degteds In thepiece

the focus is on a tree drawn towards the upper right of thpainting The visuahpex isfocused on this
object while the landscape appears to be shifting in two opposite directiottsin front of it and

behind it.Each mark on the painting beyond the tree appears to be duplicated at a given distance along
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a notional parallelone example being theingle telegraph pole of which the motion is apparent (it is

seen three times in the short space of time represented, with particular clarity when it intersects the

point of attention) (Tate, 1972)it is the representation of other phencema entering the scene which

creates further disruption: the accelerating car that blurs across the landscape leaves a disintegrating

trace and, similarly, the fracturing of the foreground is a measure of how the objects that are closer to

the eye appeard move faster due to the speed at which their image hits the retina. These smears and
blurs in the painting arreealn atthe mpxXp dryi edmame | dfonv i
that goes some way to challenging perspectival hegemonies.

Pergective is a model for a certain form of orgaed visionbut constructed in a way that permits the
depiction of illusion over reality. To apply this metaphor to the peace process in Northern Ireland, the
lack of a unifying structure to harness the colieettrauma of the period has resulted in a continued
traumatic pulse in the postonflict context. For trauma sufferers, although the political rhetoric is one of
moving forward, there is an unconscious force that keeps the trouble of the past in thenprese

challenging the possibility of moving on. Hamilto
reality of seeing as ambiguous and full of gaps and blurs, showing this in relation to a visual fixation on
one object (the tree). Inthisway, Haml t on’ s par al l ax can be wutilized &

the postconflict context; while bodies are attempting to move forward in the present, it is the events of
the past that are also pulling bodies in the opposite direction. This splitfitfgedoody is how trauma
acquires the subject, producing a psychic-tdgvar that makes the reality of seeing more difficult to
access, and where the ambiguity of life is siphoned off in place of an illusion. In other words, trauma
keeps a subject lookirfgmly at the tree.

Drawing out the ghost

The following drawings respond to the site where the auth@ousin was killed by an IRA car bomb in
1991. Spencer McGarrgn offduty RUC officemyvas visiting his mother when his car waged with a
mercurytilt-switch bomb under the wheel arch of his car. The bomb exploded as the car tilted on a small
incline in the capark shortly after Spence drove away. In the minds of many in Ballycastle, and for those
who lost RUC family members during the Troublbis tar park holds a spectral presence of the events
that took place there.tlis, for the author, a place that triggers a haunting, repeating imagemfe n c e’ s
short journeyashis carstarted, exploded, and came to an eventual standstill.

Despite the tiggeringaffect that driving through the car park has for the author, there is little by way of
commemoration of the event on the sitgher thanfor a small memorial in overgrown bushes next to

one of the parking bays. Although poignant in its quietnesafronting the memaorial evokes a different
experience to thesensation triggered by thigagments ofmemory thathauntthe authorwhen driving

through the spaceThe s e me mo r whall focasedeon the explosion, but rather the aftershock of

it; reminders of the somer discussions inmy Grapdrents | i vi ng r oo m,tieméwlyo wi ng t
heightened trepidation around vehiclgsnd the parental induction into how to check for car bombs.
Thesememoryfragmentsare bound up with the event and, forehauthor,made for a perception of the
externalenvironment as inherently unstahle

Although thisarticle has drawn on both filmic and painterly techniques to substantiate the phenomenon

of parallax as visual metaphor fohaunting, tie desire to draw tls experience, rather than to film or to

paint it, is part of a intentionto leave gphysicaimpressionon the surface of a pages there is an

impression of the disturbance in my mind. Through a desire to literally impress the visceral unease that is
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triggered, there is a willingness to show the aftereffects of living in a troubled community. The drawing is
then a channel to showhis subjective haunting in a way that goes beyond the freezing of subjectivity
that can arise from such traumatic events.

The intense uneasiness felt by looking out at the environment while being in the car recalls Sigmund

F r e wamblogyof the mystic witing pad as a model for how perception works. A mystic writing pad is
child’ s toy consi st i navemnfathick wakloardlt esdrkebg pressinfa c |l ear p
stylus orto a plastic sheet which leaves an impression on a wax block b@&nen the plastic is lifted

up, the dark tracesn the filmdisappear, but the wax block retains an impression of the information it

has receivedFreud used this analogy to show how the psyethes ininformation from the outside

world that is then recoded in the wax as stored layerswficonscious memory. The appearance and
disappearance of the writing the toyis similar td*the flickeringup and passingway of consciousness

in the process of perceptidr(Freud et al., 2001 hese base layers di¢ unconscious work to construct
subjective perception, and it is the author’'s fee
memory that is registered in the drawin{Sigures 5A, 5B, 50).

The drawing process st atrate¢hdpassageabg en b elnfallontingor ' s ¢ a
the same route, it became apparent that being in the foeiced a way of lookingt the site that was

unidirectional, with both eyes locked firmly in front. The sensation of being leckada linear vievof

the site provoked mental i magery of what Spence m
The thought seemed to intensify, in a subjective
having to keep looking forward while driving.

Knawing that the drawing could not be conducted while driving seemed to resonate with this petrified

position, and contributed to the author’s desire
destabilize the linearity of the view and attain anothparspective on it. To achieve this, a notional third
eye was deployed taking the form of a small camer

camera set up a paradoxiaainbodied/disembodied dialogueith the car park, because although the

author was present, a decision had been made to use a secondary device to help capture the dislocated
sensation stemming from the memory of the atrocit)
making a drawing in the here and now, severed in fa¥dhe mechanical third eye to try and gain

another perspective. The parallax is at work here
favor of the camerahec amer a’'s use is paradoxically an embodi
subjective distace that the author has with the site. The camera then becomes symbolic of a desire to

maintain some subjective distance from the memory, that is, at times, too uncomfortable tqBigare

50.

The pervading discomfort actualized through the memoryedtan t o t he aut hor’' s deci !
drawing away from the site. Although the author has visited the car park many times, it is not an

environment that felt comfortable for lingering in for an extended period of time, this trepidation

stemming from a far over who might see the author and the questions that might ensue. This

uneasiness meant for a hasty survey using the camera and a swift return home to look at the images

gathered. In the studio, the images were extracted from the camera and digitiatliyest together, the
resulting image then projected onto the surface o
pencil on cartridge paper was conducted.
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Al t hough influenced by the analysis oftparas | ax i
tracing over the image is an attempt to capture the sensation of being petrified as experienced when

driving through the site. This is channeled through an attempt to accurately map the visual discordance

that comes from the parallax view obtainegl the camera. The tracing picks out the apparent doubling

of particular features-such as the cars in the foreground which appear to be moving to thedeite

the pitched roofs on the houses in the background seem to duplicate and travel in the apgivsittion

(Figure 3). Bypicking out and tracing thes#oublings and disturbances, there is a sense of

remembering the explosion of the car as if lookingout t he dr i v atthemonweitofe wi ndow
detonation.

Despite the original intention of thérawing to materialize the tremors of memory, there is an intensity

of the event that is largely absent in the drawing. Rather than creating deep impressions on the page

that might more accurately link to the severity of the event, the actual impressiate maintain a

degree of | ightness. Furthermore, although an adu
drawing, the dr awi n g-ikecrudity im Executiore indead ¢hé autha was 7 yeearsc hi | d
old when Spencer was murderethe regressive sometimes lacking observational rigor of the drawing

may wellbe a product of the disturbance incurred by the event, andadhele playdemonstrated irthe
drawingrevealingan awareness of the difficulties in trying to form a sense of depth in meaning to a

place when the past and the future (going backwards and forwards) seem to create a freezing effect on

the observing subjects if keeping an observer in a cHikk state.

This difficulty in forming aoherentsense of the environment as expressed through the drawing links

back to ZizZzek’'s formulation of the parallax gap a
can’'t be medi at e dinpespeeive fronfthe bbdserving subjest. Tais csehtirsdil et

qualityin the drawing because, although in peacetime there has been an objective movement away from
violence for trauma victims the position is one of petrification caused by the perpegisythic revisiting

of violent pasts that live in the present. This denotes an impossible situation where although the

observer has changed position to an objective space of peace, the trauma as induced by the memory of
violence remains. In this situatioa,subject can move all it wants, but ultimately it is frozen because the
unconscious keegt firmly in place. Pam@oxically by attempting to show this frozen position from a

subjective point of view, its expression is perhaps a way of unfreezing thigueposition,because it

tells us something about whatigto be a product of such a volatile environméRigures 4A, 4B). In this

way, Spence’s |l oss is treated as a reminder, thro
continue to have

HGURHIA: PARALLAXIEW FROM POINT OF EXPLOSIOBITAL MONTAGR1X83CM, 2020
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Car ending point

A

Lagcation\of car’s explosion

\ Car’ starting point —

FGURHEB. MAPPING OBPENCENMCGARRYS CARCAD DRAWINBOX50cM2019.
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HGUREA: CARPARIPARALLAXPENCIL ON PARERIX83CM, 2020.

FGURESB: CARPARIPARALLARETAIL PENCIL ON PAREXD20.
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FHGURBC. CARPARIPARALLAYETAILPENCIL ON PAREX®20.

Conclusion

This paper has presented drawing as a method for haunting through its representation of the continued
transmission of tr au nanflidt gontaXtoThis dpgraach tolhauetitigaugld ° s p o st
the use of parallax is inspired bye artists Wille Doherty and Richard Hamilton, and in the application

of Slavo} e k theory on the @rallaxgap. In response to this analysis, a parallax drawing of a site
imbued with historical violence has been madeaagy of demonstrating this method in actiorhd

drawing, in both theory and practice, establishes a way of giving form to the trauma that punctures the
present througha depiction of the gaps in vision that occur when the world appears to be moving
backwards and forwards at the same timi&) a peria of apparentaftermath’ (time) always seems to

flow in more than one directidh(Long, 2020). The result of this oscillation between past and present
renders a petrification of theubjectand a symbolic suspension of the psyche thalyiesptomatic of a
traumatic environment

This article contributes to scholarly and artistic practice in the context ofgasiict Northern Ireland

by situating drawing as another way of communicating the trauma incurred by historical violence. Recent
disturbances in Nahern Ireland have called attention to related creative practices as warning signals to
the impact that a return to violence might hawéisual artists such as Willie Doherty are providing
reminders that much of the past still lives vehemently in the pn¢$er many people in the country. As

a way of reminding, 1me conception of theparallaxdrawing is that it functions like a psychoanalytic
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diagram exposngthe origins of the traumaticevent I n t hi s way it is a form o
the dialogue between a psychoanalyst and analys@hek to its process of excavating the pahtst

approach to drawing might be conceivedaaform oftransitional justice communicating how places

marked by a legacy of violence continue to impacthmcollective psyche in Northern Ireland. Through

this act of haunting through drawing, Spencer McGarry and the legacy of violence is not forgotten.

References
Abraham, N. & Torok, M. (1994). The Shell and the Kernel: RenevPagabfoanalysi¥/olume 1.
Chicag: University of Chicago Press.

AlcobiaMurphy, S. (2016)Lest We Forget: Memory, Trauma, and Culture in 2ggeement Northern
Ireland The Canadian Journal of Irish Stud&32),pp. 82-107.

Augé,M. (19%). Non-Place: Towards an Anthropology of Supermodernity. London: Verso.

Bell, V.(2011). ‘Contemporary Art and Transitional Justice in Northern Ireland: The Consolation of §ounmal of
Visual Culture, 10(3), pp.3363.

Buse, P. and Stott, £2005. Ghosts. Basingoke: Macmillan Press.
Causey, A2017). Drawnto See. North York: University of Toronto Press.

Derrida, J. (1994). Specseof Marx: The State of Debt, the Work of Mourning &melNew International. New
York: Routledge.

Dziewior, Y. and Miling, M. (eds) (2007). Willie Doherty: Anthology of FB@sed Works, exhibition catalogue
Osfildern: Kunstverein in Hamburg, pp. 150

Feldman, A. (1991). Formations of Violence: The Narrative of the Bodydditidal Terror in Northerireland.
Chicago: University of Chicago Press.

Freud, S.Strachey, JFreud, A.Strachey, A. and Tyson,(2001). TheSandard Edition of the Complete
PsychologicaWWorks of Sigmund Freud. London: Vintage.

Foster, H(2009. The Return Ofhe Real. CambridgéheMIT Press.
Frosh, S(2013. Hauntings: Psychoanalysisd Ghostly Transmissions. Basingstoke: Palgrave Macmillan.

Gordon, A. (1997). Ghostly Matters: Haunting and the Sociological Imagirdimmmeapolis: University of
Minnesot Press.

Grosz, E(2020).Chaos, Territory, AriNew York: Columbia University Press.
Hamilton, R.Foster, H. and Craldartin, M. (2010. Richard Hamilton. Cambridg€heMIT Press.
Krauss, R. (1994). The Optical UnconsciGambridgeTheMIT Press.

Lawther, C. (2020)Hauntingand Transitional Justice: On Lives, LandscapddJnresolved Pasia Northern
Ireland, in Wale, K., Gobod®ladikizela, P. and Prager, J. ggdostConflict Hauntings: Transforming
Memories of Historical Trauma. Londonidgtave Macmillan, pp. 15876.

Long, D.(2019. Ghost-HauntedLand. Manchester Manchester University Press
Schneider, R2011). Performing Remains. Abingdon: Routledge.

Tate. (2020). ‘“Ghost Story’', Willie Doherty, 2007 | Tat
https://lwww.tate.org.uk/art/artworks/doherty-ghoststory-t12957[accessed 15 September 2020].

TRACEY: drawing and visualisation research 12



Tate. (1972):Trainsitionl | 1 I *, Ri chard Hamiltleat:, 1954 | Tate. [onlin
https://www.tate.org.uk/art/artworks/hamilton-trainsitior+iiii-t01201 pccessed October2020].

Zi 7% (R006). The Parallax Vi€@ambridge: Th#IT Press.

TRACEY: drawing and visualisation research 13



