
 

 

Beginnings  

This essay sets out to describe in detail how Interconnections, a series of collaborative exhibitions of 
contemporary tapestries from Ireland and Scotland, came about and why they are important. 
 
Scotland and Ireland share a common mixed Celtic and Norse ancestry. Right back into the Neolithic 
there is evidence of a connection. Both Maes Howe in Orkney and Newgrange in Ireland mark the 
midwinter sunrise shining along a passage in similarly constructed chambered cairns which implies a 
common culture. In the iron age and into the so called dark ages Celtic societies in both countries 
have left us finely wrought examples of jewellery, metalwork, stone carving and illuminated 
manuscripts of great beauty and sophistication. In this period too, before the Norse arrived, St. 
Columba came from Ireland to Christianize the Pictish Kingdoms of Scotland and branches of the Dal 
Riata or Scotti tribe from Antrim, Northern Ireland settled in Argyll, eventually giving the whole country 
their clan name and Kings from their line. There are also interesting parallels in our relationships with 
tapestry through history. 

There is no evidence of tapestry being a traditional craft in Ireland, although there would have been 
some large scale tapestries in the grand houses and castles of the Irish gentry but these would have 
been woven in France or Belgium. There are however two tapestries made for the former Irish 
Parliament Building ( now the Bank of Ireland where they still are) designed by Dutch landscape 
painter William Van der Hagen, woven in Ireland under the directorship of John Van Beaver in 1733, 
possibly in the workshop of Robert Baillie. The tapestries represent ‘The Battle of the Boyne’ and ‘The 
Defense of Londonderry’. A third tapestry which hung in the Weavers’ Hall in Dublin of George II is 
now in the Metropolitan Museum, New York. 
 
Just as in Ireland, Scotland had no known indigenous tapestry making until the early 20th Century 
There were many large scale tapestries in Castles and Country Houses, but all of them would have 
been made overseas. Mary Queen of Scots’ father James V had a large collection according to 
contemporary inventories from Stirling Castle, including a set of the Hunt of the Unicorn tapestries 
that have recently been recreated and now hang in the restored State Rooms.  
 
As far as we know, there were no tapestry workshops in Ireland until the formation of the Dun Emer 
Guild, founded in 1902 by Evelyn Gleeson and the Yeats sisters, Lily and Elizabeth.  Lily had worked 
as an embroiderer for Morris & Co. under the direction of May Morris. The Guild were the visual 
interpreters of the Arts and Crafts movement in Ireland. They exhibited regularly in Ireland and 
overseas.  Their work was acclaimed in the national and international press and they received many 
commissions (including the banners in Loughrea Cathedral). Their tapestries, hand tufted carpets and 
rugs were designed by Evelyn Gleeson. 
 
A series of these tapestries were woven for Honan Chapel in Cork and examples can also be seen in 
the National Museum, Dublin.’ (Thanks to Mary Cuthbert for the information on historic Irish 
tapestries). 
 
This short summary of historic tapestries in Ireland brings up an interesting similarity with Scotland in 
that there is input from William Morris/Arts and Crafts sources that introduced tapestry weaving in 
each country in the early 20th Century. Scotland’s famous Dovecot Studio was founded in 1902 by 
the Bute family who brought weavers from William Morris’s Merton Abbey workshop to get the 
enterprise started and to train apprentices. 
 
Scotland’s tapestry Studio was successful and continues to this day because it was started and 
initially supported financially by a wealthy family, to weave tapestries for its own Castles and to 
encourage others to commission large scale works made in Scotland rather than buying from abroad. 
The fact that they did not need to make a profit in the early years would have been a huge advantage 
too. I also think the particularly strong flowering of textile arts in the Scottish Arts and Crafts 
movement and the beginnings of the Scottish Independence movement would have given impetus to 
the new venture from the wealthy middle classes and artistic circles in the cities as well as the landed 
gentry.  
 
The Dovecot also benefited from a succession of talented and well-connected directors who were 
able to attract well known artists to collaborate with and wealthy clients to commission the work. 



 

 

Scotland’s most famous tapestry weaver Archie Brennan, served his apprenticeship at the Dovecot 
and later attended Edinburgh College of Art (ECA) as a student before returning to the Dovecot as 
Director and setting up a dedicated Tapestry Department at ECA where all the Scottish 
Interconnections artists subsequently studied in the 1970s and 1980s. During this period there was a 
very strong international Fibre Art movement with exceptional work coming from Northern and 
Eastern Europe and the USA. Our tutors were part of this worldwide movement and tapestry at that 
time seemed full of exciting possibilities. Many fine tapestry weavers have passed through the 
department over the years but unfortunately it no longer exists. Art has moved on and tapestry with its 
slow, highly skilled process has been seen as somewhat anachronistic during the past 25 or so years. 
 
Studying tapestry in Ireland and Scotland in the 1970s 
 
We find that there are a surprising number of connections with Edinburgh College of Art amongst the 
Irish Interconnections artists, as can be seen in their comments below about how they learned 
tapestry in the 1970’s. Today the only place where students can study tapestry, apart from with 
independent artists in their home studios, is in the Thomastown Craft School where Catherine Ryan 
teaches  
 
Mary Cuthbert, Ireland: ‘I studied Graphics and Visual Communications at the National College of Art 
and Design but we also had the opportunity to attend night classes. Evelyn Lindsay (who had worked 
at the Dovcote) was my tutor and gave me an excellent grounding in technique. I subsequently 
studied tapestry in Edinburgh College of Art’. 
 
Frances Crowe, Ireland: ‘Unfortunately I knew nothing at all about tapestry until the late 70’s, when I 
stumbled across the weaving department in the National College of Art and Design in Dublin where I 
was studying Fine Art Painting. I became mesmerized by the work of Theresa Mc Kenna, who had 
gone to the Edinburgh College of art to study for her Masters. I was lucky enough to learn the basics 
of woven tapestry from a wonderful teacher in the weaving department, Evelyn Lindsey, who as it 
happens had also studied in ECA’.  
 
Angela Forte, Ireland: ‘In the 1970’s in the weaving department at The National College of Art and 
Design in Dublin, students were actively discouraged from the medium (of tapestry). The head of 
department favoured the Theo Mormon inlay technique which was the only one she would teach. 
Having learned the technique of Gobelins tapestry as a teenager, I had made my way to Art College 
to immerse myself in the technique. So it was an act of defiance that some of us in the weaving 
department would join the students from the Education Department one evening  a week to learn the 
basics from the lovely Evelyn Lyndsey who encouraged all her students to explore and experiment 
further with the techniques. When Theresa McKenna arrived into the college as a part time tutor from 
a post grad in tapestry at the Edinburgh College of Art she opened our eyes further to the wider world 
of tapestry. The college in Edinburgh had a somewhat mystical quality of the Holy Grail of tapestry, in 
my mind anyway. I regret that I never studied there’. 

Terry Dunne, Ireland:  ‘I studied woven textiles for four years at Dunlaoghaire School of Art, Dublin 
and graduated with distinction in 1980. I have studied numerous short courses in all types of weaving 
all through my career which is still an ongoing process and I never cease to learn new things about 
tapestry weaving. I taught part time at The National College of Art and Design, Dublin for fifteen 
years. I taught woven and constructed textiles in the education department, giving art teachers 
creative and technical skills to bring to classrooms for junior and secondary level students. Since my 
college days in the late 1970’s I have always been aware of a strong movement of tapestry art in 
Scotland. The Dovecot Studio was always high on my radar as well as the vibrant tapestry 
department at Edinburgh College of Art, which I always dreamt of attending one day’.  
 
 
Clare Coyle Scotland: ‘I went to Edinburgh College of Art, thinking I would specialize in ceramics, I’d 
done a bit of this previously and enjoyed the sensation of working directly with my hands in clay.  In 
my first year, I spent some time in the tapestry department and was hooked on how vibrant and 
diverse this form of art was.  It was also working directly with the materials and what my hands could 
create.  I then spent the next 4 years within the tapestry department as an honours student and post 
grad.  We learnt from students in the years above us, asking questions, observing and immersing 
ourselves in what was possible in tapestry.  By comparison the weaving department which was 



 

 

upstairs from us in the mezzanine level seemed staid and old fashioned in comparison with what was 
happening in the tapestry department downstairs’. 

Elizabeth Radcliffe, Scotland: ‘I first learned to weave at evening classes at Edinburgh College of Art, 
run by Archie Brennan and Maureen Hodge. I was 19 years old and working at the Dovecot silk 
screen printing ceramic tiles. I had observed the weavers working every day and was really interested 
in learning to weave (on a much smaller scale!!). I built up a portfolio of work which was usual in 
Scotland and was accepted by ECA. I completed First Year General and was accepted into the 
Tapestry Department and was there until I graduated. I also worked in black and white photography, 
taught by Theresa McKenna, a fellow student from Ireland.  As students we were encouraged to keep 
sketchbooks and work through ideas, but I usually know what I want to weave next, generally before 
the piece I am weaving is finished and already have many thoughts of how I am going to go about it’. 

John Brennan, Scotland: ‘I found tapestry at the Edinburgh College of Art, although I had initially set 
out to study painting and over 40 years later am still learning something new every day I'm at the 
loom’. 

Joan Baxter, Scotland: ’My dad was a talented landscape painter who also taught drawing to design 
students at ECA. Art was normal in our house. I drew and painted all the time as a child. I went to 
ECA, expecting to specialize in jewelry or ceramics or maybe painting but ‘found’ tapestry early on in 
my first year. I knew from the first day that this was going to be my medium. I was lucky as this was 
the only Art College in the UK that had a dedicated department solely for tapestry. I could so easily 
have missed tapestry altogether. Other places sometimes taught basic tapestry techniques as part of 
a weave or constructed textiles course. The tapestry department was exciting, the students were 
doing interesting and innovative work and getting it exhibited. We were never taught much technique. 
The emphasis was on design and experimentation and we learned mostly from watching or asking 
older students.  Our tutor Maureen Hodge was a very hard taskmaster. We had to be able to clearly 
articulate why we needed to realize the designs we made into tapestry. I learned early on that you 
really need to be disciplined and to put in the long hours required. I also studied for two years at 
Warsaw Academy of Fine Art and spent eight years as a Studio Weaver at West Dean Tapestry 
Studio in England and the Australian Tapestry Workshop – all very interesting and different learning 
experiences’. 
 
So where does Interconnections come into It? 
 
Given the fact that we are culturally closely related and see ourselves as ‘close cousins across the 
water,' and the parallel development of tapestry in our two countries as explored above, it is quite 
strange that we were not well connected already.  
 
I had been invited to teach some workshops in Ireland where I met Frances Crowe and Terry Dunne. 
When Frances offered me the opportunity to exhibit alongside Irish artists in 2016 during the 
Roscommon Lamb Festival, I immediately saw that this it would be an excellent chance to forge 
creative links between tapestry artists in our two countries, to collaborate on other projects, to form 
friendships and to learn from one another. I knew that Irish tapestry artists felt poorly connected into 
the wider tapestry world and were keen to expand their horizons. I thought it would be a good 
opportunity to hold a landmark exhibition of Scottish and Irish work. Despite our close cultural 
connections as countries, this would be the first time Irish and Scottish contemporary tapestries had 
been exhibited together.  Alongside the 10 Irish artists, I invited 4 Scottish tapestry artists to join me in 
the exhibition that became Interconnections 1. Frances did an excellent job of social media 
advertising for what would be the first exhibition of tapestry of any kind in Ireland for a good number of 
years. We had an incredible number of visitors, many of whom had travelled long distances from 
every part of Ireland to see the show. This proved to us that there was an enthusiastic audience for 
tapestry in Ireland. During the organization and delivery of this exhibition Frances Crowe and I built up 
a very good working relationship, so we decided to jointly organize an Irish-Scottish Interconnections 
exhibition every two years.  

Interconnections 2 in 2018 saw a big step up from the simple exhibition of 2016. In the interim, 
Frances had a tapestry accepted into and attended the opening of the ninth From Lausanne to Beijing 
Fibre Arts Biennale in Shenzhen, China, making many new international contacts there. This 
experience encouraged her to create the first International Fibre Arts Festival, with Interconnections 2 
as its centrepiece. As part of the festival we also held a colour workshop and a one day symposium 



 

 

with presentations from Ireland, Scotland, Denmark and Canada during the opening weekend. This 
time, rather than the humble Church Hall we used for Interconnections 1, we were able to present our 
work in the magnificent long hall of King House, a grand Georgian mansion in Boyle which proved to 
be a perfect space in which to hang tapestry. The exhibition showcased work of four Irish artists 
(Frances Crowe, Mary Cuthbert, Terry Dunne, and Angela Forte) and four Scottish (Joan Baxter, 
John Brennan, Amanda Gizzi, and Elizabeth Radcliffe). The response to these events was 
overwhelmingly positive with artists reporting that they had returned to their studios ‘fizzing with 
inspiration’. 
 
Interconnections 3 was due to be an even larger production, opening in the spring of 2020 in 
Roscommon’s newly opened Arts Centre, then traveling to the National University of Ireland, Galway 
where it would be part of Galway 2020 European Capitol of Culture, a year-long celebration of Irish 
culture. The exhibition would then travel to Scotland.  Interconnections 3 was to be the centrepiece of 
an International Fibre Arts Festival, consisting of 3 exhibitions, an International Symposium and 3 
workshops. Unfortunately, we were unable to hold the events as we had planned because of the 
pandemic. We were able to post a short video of the tapestries and produced a catalogue that covers 
the three exhibitions. You can watch the video and purchase the Catalogue at 
https://www.projectbaabaa.com/shop/international-contemporary-tapestry-catalogue  
Under the tab ‘Exhibitions’ there is a drop down folder of all the project Baa Baa artists and exhibitors: 
https://www.projectbaabaa.com/exhibitions/new-gallery-1 
Under the tab ‘Videos’ there are 4 videos two of them are of Interconnections 
https://www.projectbaabaa.com/film-tours 
We also managed to deliver a successful Symposium online with speakers from Australia, Japan, 
Poland, France, Denmark Canada and Ireland, moderated by Professor Lesley Millar.  
  
Looking at the exhibition, it is difficult to identify obvious differences between the Irish and the Scottish 
work. Landscape is the loose theme that links the Interconnections artists, whether it is in closely 
observed local aspects or concerns of the wider world: global warming, migration, the romantic or the 
political. Looking very closely, the practiced eye might just be able to discern that some of the Scottish 
work is slightly more technically sophisticated. I think this is totally down to the fact that Scotland has 
a professional tapestry studio and the wealth of technical experience of professional Studio weavers 
to draw on. The Irish artists did not have anything like this resource available to them and have been 
tenacious in developing their skills alone. This gives each artist their own distinctive style. 

Angela Forte’s work appears at first glance to be purely abstract but is in fact as solidly grounded in 
observation of landscape as Elizabeth Radcliffe’s hyper-realistic seascapes. Terry Dunne’s pieces are 
about experiencing different types of landscape. As a gardener his concerns are about weather, 
seasons, soil and plants and rooted in a sense of place. In contrast, John Brennan’s landscapes are 
works of romantic fantasy, imagined formal gardens burgeoning with impossibly luscious fruit and 
flowers. Mary Cuthbert’s delicately rendered birds are vehicles to express aspects of Irish literature 
and musical heritage where Clare Coyle’s more abstract pieces talk of the archaeological landscapes 
of Scotland through the carved marks and small artifacts left behind by people from the distant past. 
Frances Crowe's work rages passionately against injustice and disaster whether it be Covid 19 or the 
warming of the seas. For her the landscape is the arena against which the human dramas she 
portrays are acted out. In complete contrast Joan Baxter’s works use the timeless beauty of the 
Scottish Highland landscapes to achieve a stillness and meditative calm.  

What do the participants feel they have gained from being part of Interconnections?  

Those of us who have been making and exhibiting tapestries for any length of time will know that one 
of the things we most want and need is better exhibiting opportunities. By this I mean high profile 
regional or national Art Galleries or Museums. Unfortunately, both in Scotland and Ireland this is 
almost impossible to achieve, for one thing, being small countries we have relatively few dedicated art 
galleries of this type. Secondly, we find that because tapestry has not been taught seriously at tertiary 
level for some time, most curators and art tutors simply do not know what tapestry is, as their 
generation were never exposed to it.  

Having a regular exhibition to work towards is always very useful. I hope that we can add the biennial 
Interconnections exhibitions to our regular round of quality exhibiting possibilities (such as Artapestry, 
ATB, Lodz, From Lausanne to Beijing, Heallreaf and the Cordis prize). It is so important for our work 
to be seen by as large an audience as possible in good quality venues. 



 

 

Interconnections has created a community and a series of shared goals for the participating artists 
from both countries. As individual artists many of us really struggle to place our work in appropriate 
venues. Together, as a group, we can more easily be in control of where and how we exhibit, as well 
as making a better case for tapestry with arts professionals, but we can also share the organizational 
work. Disappointingly, although Scotland has a longer and deeper involvement in contemporary 
tapestry, the fact that we have found it impossible to secure a Scottish venue for the exhibition, says a 
lot about how it is for all but a very few Scottish tapestry artists. Although Ireland has fewer tapestry 
weavers the enthusiasm for tapestry seems to be stronger. Working with Frances in Ireland has felt 
like a breath of fresh air to me. 

Angela Forte: ’Before I became involved with Interconnections, I had not woven a tapestry since 
1995. The first Interconnections exhibition coincided with my deciding that I might start weaving again. 
I reached out to my former weaving colleagues on Facebook to ask about tapestry cotton suppliers 
and Frances got back to me telling me about the exhibition she was organizing in conjunction with 
Joan Baxter and a group of Scottish weavers.  I was amazed and delighted to become involved. It 
was such a stroke of luck or perhaps destiny that I had posed my question at just the right time. 
Having moved away from tapestry in the 1990’s, I felt, and still feel at a bit of a loss when it comes to 
the medium in the context of the wider world. I‘m playing catch up most of the time and I must say that 
being involved with interconnections 1, 2 and 3 and the participation in both symposia have been an 
enormous help in finding my feet again’. 
 
Clare Coyle: ’Visiting (not), but virtually visiting and maintaining connections with the other weavers 
has created a community that we all have to fall back on and maintain artistic connections with. Being 
part of Interconnections 3 has allowed me to exhibit my work alongside that of weavers I admire.’ 
 
Elizabeth Radcliffe: ’The connection with the Irish weavers and learning about their working practices 
has been a wonderful experience. It has also been great to see that there is an informed and 
appreciative audience for tapestry in Ireland’ 
 
Frances Crowe: ’My confidence has grown in my ability to make and exhibit. I now design and make 
much larger pieces. I love how we meet and share friendships, skills and knowledge. Its good to 
discover that there is a big, wide world of tapestry weavers out there and everyone is in the same 
boat as regards needing to communicate and exhibit together’.  
 
John Brennan: ‘The benefits that flow from INTERCONNECTIONS are the widening of my contacts in 
the tapestry world and hopefully creating more tapestry opportunities in the future for us all’. 
 
Mary Cuthbert: ‘It is wonderful to come together and show our work, both live and virtually. We learn 
so much from each other as well as sharing our world with others’. 
 
Terry Dunne: ’Interconnections has been a God-send for me.  After many years of weaving large 
commissioned tapestries for churches, public and corporate buildings my practice started grinding to 
a halt in recent, recessionary times. I had started turning my back on making large tapestries that 
were not commissions and turned more to my rug weaving to earn my living. Interconnections gave 
me the push to start designing and weaving larger tapestries again so as to take part in the last three 
Interconnections exhibitions. It has re-invigorated my interest in tapestry and has pushed me to 
making some of my finest works to date’. 
 

Contemporary Scottish Tapestry since the 1970’s 

Edinburgh College of Art Tapestry Department continued to produce tapestry weavers into the 1990’s 
with one or two in most year-groups taking an interest in tapestry and continuing to make and exhibit 
work after leaving.  In the 70’s tapestry was also taught at Gray’s School of Art in Aberdeen within 
Constructed Textiles and briefly in the 90’s Dundee College of Art also taught tapestry. None of these 
courses exist now. Commissions nowadays are very few and far between but were more common in 
the 80’s and 90’s before the last financial crash.  

Scottish tapestry artists have for many years been able to join and submit work to one or both of the 
annual juried exhibitions run by the Society of Scottish Artists and Visual Arts Scotland. There is also 



 

 

*STAR, an invited group of ex ECA students who exhibit together occasionally. We also have the 
British Tapestry Group which has an active exhibiting Scottish membership. Otherwise, small groups 
of like-minded artists get together to find venues and put on exhibitions on an ad hoc basis. Because 
we are a small, not very wealthy country, at a certain point it is necessary to widen the scope and 
search out venues in other countries as well to build a profile and to make sales. 

Unfortunately, The Dovecot does not encourage individual tapestry artists or groups to apply to exhibit 
in their galleries perhaps seeing them as competition. It is a missed opportunity for both individual 
artists and the Dovecot that they do not showcase contemporary tapestry from Scotland and around 
the world, in my view. 

Contemporary Irish tapestry since 1970 
 
Taipeis Gael is a non-profit organization set up in 1993 in Donegal as a training course in traditional 
wool dyeing and weaving, including tapestry. Four of the original participants now work full time in a 
community business producing hand woven tapestries using traditionally hand-spun and naturally 
dyed wool. They also run courses in tapestry weaving. 
 
Terry Dunne: ‘I have been aware of contemporary Irish tapestries since the mid 1970’s and there 
have been many commissioned pieces made by very small groups or individual weavers that now 
constitute a large collection of contemporary pieces in public and corporate buildings’. 
 
Angela Forte: ‘In my experience woven tapestry has been like a distant cousin twice removed to the 
tradition of cloth weaving in Ireland. It is my impression that tapestry weaving is held in higher esteem 
in Britain and the USA, in that it is accepted as an art form. It was always my ambition to run a studio 
making art tapestries. The innocence and enthusiasm of youth seemed to make the dream come true. 
At that time I found many architects willing to commission tapestries for public interiors. Even though 
there was a recession in 1980’s I was busy full time on commissioned pieces. Terry Dunne and I had 
studios in the same building at the Tower Design Centre in Dublin. I think we felt that there was the 
possibility to make some sort of a living from tapestry weaving at that time. There was a healthy 
market between Ireland and USA and I exported one off pieces to private clients there. It’s funny to 
think that in pre internet times it was possible to reach across the world through the mail and design 
pieces for far off clients. When I gave up weaving in 1995 it was for family reasons but I did sense that 
commissions and opportunities to exhibit were becoming less plentiful’. 
 
Frances Crowe: ‘I knew that Evelyn, Theresa and Mary Cuthbert had all been to Edinburgh, so I did 
some research and soon learned about Archie Brennan. I made a scaffold upright loom based on his 
design. I had heard about Maureen Hodge and some other weavers working in the early 80’s. I then 
worked in isolation from 1980 when I moved to the country, where I took up a full-time teaching post 
in the local community school as head art teacher, and raised a family, while continuing to practice 
and exhibit my work. Alongside this I managed to complete several large scale commissions during 
the 90’s. I joined a group of tapestry weavers who called themselves, Contemporary tapestry artists. 
Ireland CTA members included, Terry Dunne, Mary Cuthbert, Angela Forte, Muriel Beckett, and 
myself among others. We exhibited together over many years, our aim then and now is to bring 
tapestry to a wider audience. Then in 2012 I was contacted by Terry Dunne who told me about a 
workshop run by Pascale De Coninck in Cork facilitated by Joan Baxter which we both attended and 
from this meeting  a collaboration grew resulting in both Timelines and Interconnections’. 
 

Artists on their work 

Clare Coyle Scotland: ‘I have various approaches to how I decide on whether I will weave a particular 
piece or not.  I take photographs, sometimes manipulating these, sometimes using the images to then 
start drawing, collage work and making decisions of colour and composition.  I don’t draw every day, 
but have “bursts” of creating when a subject or idea takes my fancy, I like the process of working 
things through and playing around with ideas, especially around colour and mark making.  I don’t 
always have a completed finished design, but the process of working through things allows me to start 
a tapestry and often go with the flow or my. 

I am interested in the Scottish landscape from a historical point of view, especially around land use, 
prehistoric sites, and the traces, clues and artifacts left by previous inhabitants of this country that tells 



 

 

us about them.  I often turn to archaeology, Viking settlements, Celtic tribes and hill forts as a source 
of ideas.  I am fascinated by marks on the landscape from prehistoric sites, and how time and 
weathering affects these, how our current use/abuse/global warming of the land can sometimes 
conceal/reveal and damage historic sites.’ 

Terry Dunne Ireland: ‘I am primarily a tapestry weaver but I do also weave floor rugs and inventive 
experimental woven textiles, using such materials as willow, drift wood, bark, paper, palm fibre and 
found materials. I have been weaving tapestries for 40 years and it is still like a drug for me. I have 
this inner need to be weaving and creating textiles and life is all about finding the next exciting thing to 
weave on my loom. Nature inspires me constantly and never stops amazing me, so long as I take the 
time to observe. 

John Brennan, Scotland: ‘I try to bring back that sense of wonder that medieval tapestry held over its 
owners, through its sheer beauty and story-telling. Nowadays we have the luxury of hundreds of 
colours and tones and a range of fibres that the medieval weavers could only dream about. 
Whenever I come across an exciting or unusual colour combination whether, it be from an image of a 
garden or in nature or a close up of a painting or flaking paint on a door or wall, I create balls of colour 
fibres to reflect those hues. Fibers permitting, I then set about making lighter and darker combinations 
of those first balls of mixtures and hopefully create a sense of chance in the weaving process. Lights, 
darks, rich, glowing, hot, cold and everything between are now at my fingertips to interpret and 
enhance the mystery of weaving magic. 
 
 Large tapestries should have a sense of ‘WOW’ from a distance but the real pleasure and 
wonderment is in the close-up, where every square centimeter should be like a ravishing jewel.’ 
 
Mary Cuthbert, Ireland: ‘I am interested in Irish archaeology, folklore and music. My most recent 
works are interpreting songs with birds as the focal theme.’ 

Elizabeth Radcliffe, Scotland: ‘Tapestry gives me a medium which best expresses the work that I 
enjoy making. There is scope for looking at line, shape, texture and pattern, all of which interest 
me. Tapestry has allowed me to develop as an artist, challenging me to experiment in many ways and 
developing techniques which are different. I have always used photography as well as drawing to 
explore subject matter. Life sized figures are the subjects of my larger pieces of work and they are 
shaped around the human. They allow me to explore form as well as pattern and texture.  

I also weave smaller sculptural pieces which involve 3 dimensional knots. Also at a smaller scale I 
weave images of animal eyes using pattern and texture’. 
 
Frances Crowe, Ireland : ‘For me tapestry is about the narrative making a political statement. The 
emotional connection with the work is more important than having every pass over and under exact. I 
think I have developed my own way of working that suits me. The basics are the same, but some of 
the style is different. I am not obsessed with straight edges or flat surfaces. 
 
I am often outraged by something I see on the news or read in the print media. Usually it upsets me. It 
may be about children being separated from their families, or people displaced due to war, climate 
refugees, or economy. These images and thoughts swirl about in my mind for days or weeks until I 
need to get something down on paper, I begin by drawing, then maybe do some rough colour studies. 
I am impatient and want to get started, So I often put on a warp without sampling, or even figuring out 
my colour palette, It just seems to come to me as I progress, My latest body of work created during 
the first lockdown in March 2020 was a response to the global pandemic. I tried to tell a story of what 
was happening around me in Ireland and throughout the world, based on the Navajo ideas and 
symbols of good health, safe travel and a long life’. 

Joan Baxter, Scotland: ‘Tapestry has been my creative language for more than 40 years. It ambushed 
me at Art College and has never let me go. I love the fact that it has a strict process of warp and weft, 
that builds up logically row by row from beginning to end as a story unfolds. Throughout my career I 
have been searching for what I call the native language of tapestry. By this I mean what tapestry can 
do that no other medium does as well. I don’t want it to look like a painting or a drawing, what would 
be the point? I want it to be something that can only reveal its true meaning as a textile, that has to be 
woven into being. For me weaving a tapestry is a journey, that starts with fragmentary knowledge of 
the chosen subject but through the weaving of it the story reveals itself to me. The starting point is 



 

 

always based in landscape and ideas that the land gives me as I observe and walk through it. I don’t 
find drawing a satisfactory way of preparing for a tapestry but I always weave a lot of samples to pitch 
the colour and mood and I will go out and observe or photograph material as I need it.  Sometimes I 
use collage to design as it is about form rather than line which is closer to how a tapestry is 
constructed compositionally.  Often I haven’t much of an idea where a tapestry will end up when I 
start it but I always have a basic compositional map and a well-researched colour scheme alongside 
my research into my theme.’  

 
The Future for Interconnections 
 
Bearing in mind that the organizational work for the Interconnections exhibitions has been almost 
entirely voluntary and is likely continue to be so, we now need to evaluate the model and decide how 
to proceed from here. The exhibitions in their current form have been curated and led by Frances and 
myself, deliberately using the simplest model to provide the best exhibition possible, whilst at the 
same time not becoming overly burdensome to us. As the local artist on the ground in Ireland, the 
bulk of the work up to now has been down to Frances, especially and overwhelmingly so this year 
with the chaos of Covid 19 which severely curtailed our plans. None of the artists were able to travel 
to assist with anything so dealing with the constantly changing circumstances fell mostly on Frances’ 
shoulders with only virtual input and support from the rest of us in this exceptional year. The 
participating artists are largely in favour of keeping the organization of future exhibitions as simple and 
manageable as possible. They like the organic way in which it has expanded its reach each year but 
do appreciate the determination required to do it. They are also very aware that there needs to be a 
larger sharing of the work-load and most are willing to help.  

The main achievement of the Interconnections exhibitions in Ireland is that it has re-invigorated 
tapestry artists from both countries and raised the profile of tapestry and at the same time opened up 
creative opportunities and relationships with artists from elsewhere. Frances proposes the re-forming 
of the Contemporary Tapestry Artist group in Ireland to support the project as it goes forward. The 
next step for the Scottish artists should be redoubling our efforts to find a suitable Scottish venue for 
2022. 

Joan Baxter 

 

 

*STAR is Scottish Tapestry Artists Regrouped. It was formed in the mid 1970s as STAG (Scottish 
Tapestry Arts Group) and was resurrected in the early 2000s. Exhibitions are individually curated but 
most participating artists are former students of Edinburgh College of Art tapestry department. 

 

 

 
 
 
 
 
 
 
 
 

 

 



 

 

 
 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 
 
 


