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Irish Production Cultures and Women Filmmakers: Nicky Gogan  

Laura Canning 

 

 

Co-founder of Dublin/New York-based production company Still Films and founder 

of the Darklight Film Festival, the digital film festival which became a mainstay of the Irish 

new media calendar during the early millennium, Nicky Gogan is a filmmaker and 

curator/programmer who has worked across a range of media including features, shorts and 

animation.  She is perhaps best known for feature documentary work such as Seaview (Nicky 

Gogan & Paul Rowley, 2008), Pyjama Girls (Maya Derrington, 2010), Build Something 

Modern (Nicky Gogan & Paul Rowley, 2011), and Lost in France (Niall McCann, 2017).  As 

such, her tendency both to elide simple categories of production role – saying “I call myself a 

filmmaker, so I don’t really see the distinction [between director, producer and editor]”1 – 

and to work outside of the dominant ‘fictional feature film’ paradigm, may contribute to her 

relative lack of visibility outside of the industry. 

  

Gogan has been chosen for this study on two grounds. Firstly, her career, spanning a 

range of roles including producer, director, editor and curator, serves as an exemplar of the 

kind of ‘portfolio’ career which characterises much employment in the sector, and 

considering it longitudinally provides a record of the strategies one woman has employed in 

navigating the Irish media industry – particularly in the context of the ‘systemic barriers’ 

identified by Susan Liddy here and in other writing.2  Secondly, her role as a producer marks 

her as a member of an under-examined cohort of contributors to film culture, in Ireland and 

internationally; while lack of academic attention to producers is not an Irish-specific 

phenomenon, it is significant when we consider the Irish Film Board’s (IFB) 

acknowledgement that 55% of completed Irish productions during the period 2010-2015 had 

a female producer attached.3 

 

While film authorship is notoriously difficult to attribute, it has traditionally tended to be 

identified in the axis of writer and director. Auteurist frameworks centralising the film 

director may serve in the context of textual analysis, but considering the producer as a 

filmmaker allows us to move away from masculinist-auteurist frameworks, and centre 

instead, by revealing underlying themes and patterns within the gendered practices of the 

industry, the unexamined work of women who have built sustainable careers in Irish film.  

This chapter examines Gogan’s work as per Mayer, Banks and Caldwell, “tak[ing] the lived 

realities of people involved in media production as the subjects for theorizing production 

culture”.4 Methodologically, foregrounding the idea of the producer as occupying a central 

creative role also allows us to consider the importance of state funding routes outside of the 

direct purview of the IFB; in particular Arts Council funding, as well as the ways in which 

informal networking practices dominate Irish production, the possibility that collectivist 

approaches may problematise notions of the individualist auteur, and Irish tendencies towards 

transnational production. It derives in large part from a 2017 interview with her, conducted 

following several informal conversations in the preceding years, and takes as a 

methodological basis Mayer’s caution that practitioner interviews “must be put in the context 

of an ethnographic stance”5 if they are to avoid inadvertently replicating promotional 

discourses.   

  

A graduate of Fine Art (Sculpture) at NCAD where she developed related interests in 

video and computer technology, Gogan moved to San Francisco in the mid-1990s, where she 

engaged with the artistic and communicative possibilities of digital culture in its earliest 
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public incarnations. This link between technology and art informs her approach to both 

curatorial and production work and was central to her return to Dublin to study Creative 

Multimedia at the then recently-launched media arts centre Arthouse.   It was central, too, to 

her establishment of the web design and digital media company Sink Digital Media in 1996,6 

and the founding in 1999 of Darklight.  Emphasising both technological innovation and art, 

exhibiting a combination of experimental and commercial digital work – games, graphics, 

gallery pieces, CG and 3D animation, drama and documentary alongside symposia, 

workshops, and multimedia club nights – Darklight occupied a symbolic location in the Irish 

dotcom era, less about the contentious politics and technology of convergence than a marker 

of notions of Irish creativity and ‘transcendence’ of an agrarian, ‘underdeveloped’ past.  

 

While Darklight was the project of three enthusiasts, the sometimes labyrinthine 

connections between state policy of the time, private enterprise, neoliberal currents in 

international economics, and the development of Ireland’s technological infrastructure 

underpinned the notion of the ‘digital economy’ as connecting art and technology in ways 

that made Darklight very much of the zeitgeist.  It found found financial support from quasi-

state institutions of culture, such as Arthouse and the Arts Council; the former was linked to 

Gogan’s employment as an instructor at Arthouse, and her engagement with informal local 

cultural networks who had an understanding of the potential and scope of digital technology.  

However, the latter happened more formally and required greater contextual framing for the 

institution.  As Gogan describes it  

 

After the first festival in 1999 we went – I think someone suggested it; “You know, 

the Arts Council sponsor film festivals” and we were like “Oh, really?” We went to 

have a chat with them about the Digital Revolution and they didn’t know what we 

were talking about.     

 

Her note that they subsequently became ‘a huge backer of Darklight’ indicates the extent to 

which state frameworks for cultural support were ‘recalibrating’ their understanding of the 

contemporary contexts of fine art production.7   

 

Gogan sees Darklight as a product of her desire to  

 

run an art collective, do something collaborative. I wanted to be part of a community 

of some kind, making work. I didn’t know at the time it was going to be filmmaking, I 

didn’t even really think about that…it was about collaboration, working with people 

 

This engagement with the potentially democratizing possibilities of technology, and 

her development of networks within film culture – crucially, funding sources like the Arts 

Council as well as practitioners – contributed to Gogan’s movement into production. Having 

met Dublin-born visual artist Paul Rowley in San Francisco, Gogan had first collaborated 

with him on Super 8 film in the mid-1990s.  With the addition of Maya Derrington, whose 

background in television made her the only experienced producer in the group, and composer 

Dennis McNulty, their production collective Still Films was established initially to produce 

the feature-length documentary Seaview (2008). With Gogan and Rowley credited as co-

directors, Seaview explores the use of the former Butlin’s camp at Mosney, County Meath, as 

a long term holding centre for refugees whose asylum applications awaited processing by the 

Irish state.  
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 While Gogan notes experiencing no specifically gendered barriers to entry, she sees 

this as a function of what she describes as Still Films’ ‘outsider-y’ status.  This she attributes 

to the collective’s tendency to work in ‘marginalised’ genres such as documentary, 

experimental film, and animation.  However, it may relate to her curatorial work as having 

constituted a type of accidental ‘pre-qualification’ for the industry. By saying ‘I’d learned a 

lot about the language of film, and I could talk about filmmaking, and talk about storytelling, 

and talk about [the] contemporary and pushing boundaries, from Darklight’, she describes 

having developed linguistic and social “mastery” of the informal networking practices that 

Jones and Pringle outline as characterizing the industry.8 These are irrevocably gendered 

practices, reliant on communicating in particular – perhaps ‘masculinized’ – ways in order to 

‘demonstrat[e] that you are “good”’9 as if this networking was ‘somehow a simple, 

transparent and objective process, without bias.’10       

 

The funding of this film – a combination of Arts Council and IFB resources – bears 

examination, as it illustrates some key points in relation both to Gogan’s work, and to 

Ireland’s film production culture.  A small grant from the Arts Council facilitated early 

development of the work, and demonstrates the extent to which Gogan had developed her 

understanding of the availability of funding, crucially, still outside of the IFB ‘regime’.  

Secondly, it was a chance encounter, considerably later, with an IFB executive which 

resulted in more formalized access to IFB resources.  As she outlines it  

 

We were sitting in [a Dublin restaurant] and [we met Victoria Pope] who worked in 

the Film Board, and we were chatting and she said “What are you doing?” and we 

told her, and she goes “Why don’t you come into us for some funding?” We were 

like, “Really? Oh, is that not for…Jim Sheridan? Does this belong to us?” We didn’t 

really – I mean we knew [about IFB funding opportunities] but we hadn’t put two and 

two together.  

 

While Darklight had screened IFB-funded shorts previously, and indeed launched the Irish 

Flash programme,11 it is interesting to note the bemusement with which Gogan – a highly 

experienced film curator and festival runner – greeted the invitation to apply for funding.  

This is suggestive of the kind of psychological barriers which may inhibit emerging talents, 

particularly women and minority entrants, from engaging with established structures of 

support and funding, as evidenced in Susan Liddy’s work here.12  It may replicate 

   

the IFB argument that the issue is not so much that it is hard for applications from 

women for funding to succeed but rather that it is hard for female creative talent to 

reach a point where they feel they can credibly apply for such funding in the first 

place.13  

 

However, it also reflects Gogan’s perception that the IFB prioritised drama over documentary 

(particularly the kind of experimental or creative documentary favoured by Still Films).  

Therefore, genre may constitute a factor in considerations of the relationship between 

filmmakers and film funders; this inflects the gender question further when one notes the 

preponderance of female makers in the documentary and experimental fields, nationally and 

internationally.14  In fact, the IFB awarded Still Films €83,000, which facilitated the 

production of Seaview over the several years it took to make.  

 

Also noteworthy is the significance of informal female-focused networks.  In 

interview with Gogan, one thread which emerges throughout her account of her work to date 
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is the importance which female executives have assumed in the establishment and 

development of her career, outside of her own collaborators and business partners; Gogan 

cites Aileen McKeogh and Aoibheann Gibbons at Arthouse, Laura Magahy, Eve-Anne 

Cullinan of MCO (founders of the Digital Hub), Emma Scott, Teresa McGrane and Sarah 

Dillon at the IFB, Grainne Humphries of the Irish Film Institute and Dublin Film Festival, 

Grainne Bennett and Helen McMahon of Screen Training Ireland, Eileen Bell from 

Enterprise Ireland, and Mary Hyland, Jane Dooley, and Fionnuala Sweeney at the Arts 

Council as having been instrumental to the formation of her professional and creative 

practice.  This suggests a potentially positive – or even transformatively counter-institutional 

– instance of what Smith et al (2012) describe as ‘homosocial reproduction’15 in film 

production contexts, particularly in light of the IFB’s 2015 acknowledgement that women are 

‘not fully represented either in terms of accessing funding for film or in public recognition of 

their talent.’16  

 

 

Gogan notes that her work with Darklight meant that  

 

I already had a bit of cred[ibility] before I went into [the IFB]…Paul, as well, had a lot of 

credibility. He had a career as a very successful visual artist…so the two of us together 

[were] coming into that kind of film space from our art space and our technology space 

 

The significance emerges both of local networks to production culture in Ireland, and ideas of 

‘credibility’ in permitting access to these cultures. Caves’ work on the creative industries 

discusses the industrial ‘gatekeeper’ within each creative realm, describing the ‘set of 

intermediaries who select artists…many are excluded at the gate, although they would gladly 

sign the contract that the gatekeeper offers to those who pass.’17 The cultivation of local 

networks of gatekeepers, while clearly open to accusations of nepotism, facilitates the 

development of the kind of reputational capital which allows any aspiring filmmaker ‘to 

pass’. As Conor, Gill and Taylor note, in cultural labour markets characterized by informal 

working environments and equally informal hiring practices, ‘reputation becomes a key 

commodity, and networking and maintaining contacts a key activity for nurturing it.’18 The 

idea of female filmmakers mobilising female networks of administrative power therefore – 

while not without its own ethical issues – offers at least the possibility of a kind of corrective 

to the notional ‘old boys network’.   

 

While Seaview was critically well-received following its premiere at the Berlin Film 

Festival (Forum), screening at festivals internationally and earning an IFTA nomination, for 

Gogan the experience had been emotionally complex.  

 

The people who ran Mosney at the time…were quite upset about it.  I guess it showed 

a side…they might have been in denial, that there were people that were so unhappy 

there, because they really felt that they were doing a good job.  And they were doing a 

good job, we say it in the film a few times, and at the end…they felt that the 

representation of Mosney was unfair...We were very upset about that.  

 

The film’s title – originally Mosney – was changed to Seaview in order to deflect their 

response, but the Mosney staff’s reaction to the film affected Gogan deeply, and at the time 

she did not believe she would direct again.  This may link to Dióg O’Connell’s point that 

surmounting barriers to entry for debut filmmakers does not necessarily imply further 

engagement with the Irish industry, as ‘relatively few progressed to a second or third feature, 
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thus limiting the potential for nurturing and developing talent.’19 However, O’Connell argues 

that this issue ‘was addressed in 2002 through policy changes and the introduction of the low-

budget fund, the “Micro Budget Scheme”’ (ibid.), itself the resource which supported 

Seaview’s production. This suggests that there can be many reasons why a debutante director 

might not progress further. However, the experience of many women in film production, as 

per Jones and Pringle’s assessment of a 2008 UK Skillset report on women in film, 

implicates a punitive culture of ingrained sexism, long hours and family-unfriendly working 

practices.  Problematically, these are often framed as reflective of ‘individual qualities and 

choices…whereby women are the problem, and they must change their own characteristics to 

solve it’.20 

    

 

In this context, I argue that it is the nature of Still Films’ specifically collective 

approach that facilitated Gogan’s retention in the industry.  Where Gogan and Rowley had 

co-directed and co-edited Seaview, and shared producing credit with Maya Derrington, 

Gogan confirms that Derrington ‘got involved with the company with a view to directing...It 

was kind of her turn, you know?’  Therefore, Gogan was able to take a step back – whilst still 

remaining engaged with the business and the wider industry – by confining her role on their 

next documentary feature, centring on the friendship of two working class Dublin teenagers, 

Pyjama Girls (2010) to that of producer, with Derrington as director and Rowley as editor.   

The collective nature of the Still Films model thereby enables its members to immerse 

themselves in creative film work as their interests, desires and other responsibilities dictate, 

or to provide support which facilitates the work of their partners. This approach may assist in 

mitigating a problem clearly identified by several studies: that the creative and cultural 

industries are “better at recruiting women than at keeping them’21  

 

Gogan and Rowley took directing and editing roles with Build Something Modern in 

2011.   Funded through the Arts Council “Reel Arts” initiative, a project administered by the 

Dublin Film Festival and (recently defunct) Filmbase,22 the scheme was designed ‘to provide 

film artists with a unique opportunity to make highly creative, imaginative and experimental 

documentaries on an artistic theme.’23 This emphasis on the “artistic” approach materializes 

the tensions inherent in the Irish film industry; as O’Connell notes, ‘aspirations towards a 

small, radical, auteurist, artisanal cinema inevitably clash with the economic imperative to 

produce films fitting a model of multiplex distribution modes: a tension facing most small 

indigenous cinemas’.24  Arts Council funding, while small in scale, positions itself to 

‘complement, rather than replicate, the documentary and other funding programmes provided 

by the Arts Council, broadcasters and funding agencies in Ireland.’25 As such it can provide a 

valuable alternative to IFB funding for emerging filmmakers – provided that their creative 

intentions dovetail with the specific criteria outlined for such funds.   

 

Build Something Modern is in one sense the product of a deliberate search for an idea 

to fit the funding available.  On the other, it is rooted in Gogan’s allied interests in 

documenting the processes and (often collaborative) practices of creativity, and in 

technology.  Conceived with design historian Dr Lisa Godson, it explores the work of mid-

twentieth-century Irish modernist architects and missionaries in designing churches in Africa 

– often churches they never saw in person.  Central to the film’s narrative and structure are 

animations of slides and architectural drawings, which both produce a distinctively stylised 

underpinning to the film’s more documentarian approaches, and place it squarely in Reel 

Arts’ remit of prioritising projects that offer ‘visually engaging, creative and experimental 

approaches.26 A collaborative project in that ‘me and Paul [Rowley] directed it and shot it, 
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and then we cut it together’, Gogan describes this film as vital to her learning process, 

particularly in terms of developing editing skills.  She also emphasises the importance of 

cooperative enterprises like The Factory.27  This is particularly the case in relation to the way 

in which, following the completion of Build Something Modern, Gogan began actively 

driving to ‘expand the collective’ as she puts it, with Rowley in New York and Derrington on 

a family-based career break.  

 

Over the next several years Gogan produced experimental, documentary, and animated 

shorts and features, and her involvement as co-producer on an experimental animated feature 

documentary, Last Hijack (Tommy Pallotta & Femke Wolting, 2014)  introduced her to 

international co-production. It also provided an opportunity to build on her interest in 

animation technology, and desire to harness technological innovation in order to make 

‘directing animation more creative, more intuitive’.  The project’s origins demonstrate the 

industrial significance of the international festival circuit, as well as of informal network 

building and reputational credibility, in sustaining a career in the Irish film industry.  As 

Gogan describes it, she was at the 2012 Sheffield DocFest screening Build Something 

Modern, and pitching a film project at its Meetmarket event.  At the same event, Alan Maher, 

the IFB’s representative, received a pitch from a Dutch company, headed by Femke Wolting 

and Tommy Pallotta.28  

 

And basically they were like, “We want to do this animated documentary” and he said 

“Well I know one producer in Dublin, in Ireland, who’s produced a lot of animation, and 

also documentary, and is also interested in technology…I had had a standing invitation to 

Tommy Pallotta to Darklight for over ten years... I didn’t meet them in Sheffield but they 

went back to Amsterdam and…were chatting about it and he was going “I know that 

name” and he looked at my resume and was like “Ah, I know Darklight”. 

 

Gogan also brought the services of Dublin-based commercial content production, animation 

and visual effects studio, Piranha Bar, on to the project, signalling the increasing importance 

of animation to the Irish production environment.   

 

This episode also highlights the fact that in the contemporary Irish film industry, 

many productions are not strictly dependent on national state funding structures – they are 

increasingly part of the circuitry of Irish cinema as a transnational phenomenon which is the 

result of the globalised circulation of capital: a possible ‘third wave’ of Irish cinema as Tracy 

and Flynn term it29, or as per Higbee and Hwee Lim: as “a subtler means of understanding 

cinema’s relationship to the cultural and economic formations that are rarely contained within 

national boundaries”.30   For Gogan, this meant working with Section 481 funding for the 

first time, raising a proportion (€400,000) of the film’s overall €1.2 million budget in Ireland, 

with the remainder coming from sources in Germany, the Netherlands and Belgium.  This 

experience, and that of learning about the mechanics of leveraging international pre-sales, 

which provide potential avenues for filmmakers to capitalise on alternative sources of 

funding such as the MEDIA programme, was one which Gogan says she found extremely 

valuable.  It also illustrates the extent to which IFB funding has become merely one source 

among many others for filmmakers; the IFB slate for the last decade shows that many 

productions now take a ‘patchwork’ approach to financing which combines private capital 

with state support.  This tendency – which complicates the nature and purpose of state 

funding – may in theory provide opportunities for women filmmakers to step outside of the 

strictures of the IFB’s organizational culture.  However, it may also simply reinforce the 

kinds of occupational segregation and discrimination identified by studies in the field.31  
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2017’s Lost in France (Niall McCann), illustrates Gogan’s increasing use of complex 

international funding arrangements, financed as it was by the IFB and Creative Scotland, 

using Section 481 funding as well as UK tax credits, funding from Curzon Artificial Eye and 

private investment.  It picks up familiar threads for Gogan; here, the creativity focused on is 

that of the Glasgow music scene of the 1990s, with labelmates from cult indie label Chemikal 

Underground reunited on a trip to the location of a 1997 gig in Brittany.  As much about the 

decline of the welfare state – and the vital lifeline that dole money gave to those engaged in 

creative practice – as about memories of post-industrial Scotland, Gogan immediately knew, 

on meeting McCann as a co-panelist at the Cork Film Festival, that she wanted to work with 

him. 

 

The film unfolded before my eyes as he told it to me for the first time, you know that 

way? It doesn’t happen very often, where you’re suddenly just…you can see it. 

 

 

McCann was not a first-time filmmaker, having written and directed the Luke Haines 

documentary Art Will Save The World in 2012. However, Gogan’s relationship with him 

foregrounds the role of the producer as mentor, one which can be obscured by the work of the 

producer as organisational and funding manager. For Gogan, despite McCann’s status 

‘outside’ of the collective, the film remains identifiably part of the Still Films body of work. 

 

We thought Lost in France was going to be much more mainstream than it was until 

we made it, and then it turned into a Still Films film…Maya and Paul had lots to say 

about Lost in France when we were making it…As collaborators we do kind of all 

like to stick our beaks into everything we produce, and that’s not for everybody, 

obviously.   

 

Gogan sees McCann as fitting into the existing dynamic of collective filmmaking, 

describing a ‘kind of even-handedness [in] collaboration between us three, and I feel Niall 

was able to flow into that…I think it’s about choosing the people that you work with as well, 

that can fit into that.’  She describes him as ‘not a particularly egotistical man, he’s very 

sweet and sound’ in a manner which suggests that auteurist power dynamics – arguably 

themselves gendered – within the producer/director relationship can be mediated by a 

collective approach.  The mediation of tension between problematic rival myths of the 

director as (masculine) creative controller and the producer as (feminine) bureaucrat does not, 

in a collective approach, have be negotiated with each new producer/director pairing.  A 

caveat is that this possibility is qualified or ‘bounded’ by the personalities involved, and 

determinedly self-perceived auteurs will likely sidestep production approaches which 

privilege collective working practices.  

 

Gogan corrects herself slightly when describing how she has (in her role as producer) 

worked repeatedly with first-time and second-time directors, ‘that’s what Still Films says our 

mission is, to encourage new talent…I’ve definitely had, I think, a thing as a producer, kinda 

taking…directors under my wing, or not under my wing, but…it’s an excitement to help 

people kind of achieve their dreams.’  That idea of having a director ‘under one’s wing’ 

suggests a kind of maternal – or at least protective – approach which may also, in its 

expression if not in its performance, be gendered, and which may reinforce existing gender-
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based norms in the industry or challenge them, but cannot necessarily be regarded as 

‘neutral’. 

 

When pressed on whether she has experienced gender discrimination or overt sexism 

in the industry she indicates not, apart from noting a tendency for men in meetings to speak 

over her.  She says 

 

we joke about it…men, they don’t do it on purpose, they don’t mean to do it…it’s just 

the way that society has, that culture has, brought them up…once you establish 

yourself on an equal footing in terms of the volume at which you speak [laughs] or 

what you’re talking about, your intellectual input or your creative input into the 

conversation…, then it’s fine, it’s never a problem. 

 

Gendered emotional and social labour aside, however, she does have experience of what 

she describes as ‘antagonism’ or ‘disdain’ for producers. While the role of the producer has, 

historically, been under-theorised at an academic level, Gogan’s experience of ‘producer 

bias’ offers some useful points for us to consider.  She says that producers 

 

have a bad reputation, similar to agents or something…As a producer, in a way you’re 

trying to give something, but the person you’re giving it to often feels like you’re taking 

something away from them. It’s a very unusual dynamic.  

 

This is an observed phenomenon as well as an experienced one, and she describes in detail 

her experiences of seeing the work of producers discursively minimized by other creatives – 

specifically writers and directors – including their own collaborative partners.   

 

Gogan’s sense is that while ‘the US is very producer-led…the ideas are generated by 

the…producers and writers, and the directors are somebody that gets attached afterwards’, 

the Irish model of production and funding tends to privilege a more auteuristic framework of 

self-perception on the part of creatives.  As she says, ‘I think what it is again is the auteur 

thing, that people who write feel they have to direct their own work in order to get the film 

made, and in order to get paid for it’.  

 

She identifies some historical inconsistencies in of script draft funding which may bear 

further investigation, but primarily sees it as an issue of structural power and film workers’ 

self-positioning.  This is, firstly, in the privileging of the writer/director as the creative 

‘owner’ of a project; as she says, ‘all the writers are directing their stuff because that’s how 

it’s set up here, it’s the auteur model, and I think that feeds into the suspicion of producers’.  

It is, secondly, in terms of the relative lack of power of writers (as opposed to 

writer/directors) within that model. She sees this as an issue which has a significant impact 

on the wider industry.   

 

There’s great writers and there’s great directors but the two are not necessarily the same, 

they’re not the same discipline. I think if writers had more…power in the system here, as 

they do in America, there’s great writers here….There are potentially writers who maybe 

should be writing more and not directing at all, just focusing on their writing.  But if there 

was some [better] financial framework for them to do that, it would be really good.  

We’re not in that situation yet, though there’s a real drive with the Film Board to 

encourage writing more. 
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This perhaps speaks to Liddy’s discussion on ‘the unchallenged continuity of the “male 

genius” myth’32 which may account for a tendency for male writers to believe that they have 

a ‘right’ to direct their work, and vice versa. The historical Irish tendency to privilege literary 

culture over screen culture – and therefore to regard writing for screen as a ‘second-best’ 

form – may also play a role.  The extent to which the systematic application of a collective 

approach may insulate Still Films from problems of cultural capital, of auteurism, or indeed 

of producer bias, is not quantifiable, but it seems reasonable to suggest that it is their 

collective approach which allows Gogan to identify them as problems.  

 

The trajectory of Gogan’s career is emblematic of the shifting conditions of the Irish 

media environment, as the movement towards increasingly technologized and globalized 

production continues.  Darklight, having shifted from an annual to a biannual event a few 

years prior, ran for the last time in 2014.  In part this is due to the increasing demands of 

filmmaking work on Gogan’s time.33  But, while Gogan sees some future potential for 

Darklight outside of a strictly ‘festival’ context, she also sees contemporary technology as 

‘on a plateau now….in 2014 we did a big VR thing, but to be honest VR is still the “next big 

thing”…unless there’s another big shift.’  Darklight’s current hiatus is also indicative of the 

extent to which digital technology and the digital world no longer represent innovation, 

having been ‘mainstreamed’ as part of our daily life and cultural practices.  Where at the 

beginning of the dotcom boom, festivals like Darklight were a unique opportunity to 

experience works exemplifying the emergence of a distinctive technological-artistic 

intersection, these now constitute the fabric of our everyday digital existence.   

 

Interestingly, none of Gogan’s more recent or forthcoming work directly engages with 

female writers or directors; she has executive produced several productions which fit clearly 

within the Still Films profile, such as Niall McCann’s most recent film The Science of Ghosts 

(2018) – another idiosyncratic music documentary, about Dublin musician Adrian Crowley, 

funded under the Reel Art programme – and Kevin Roche: The Quiet Architect (Mark 

Noonan, 2017), with its clear conceptual link to Build Something Modern.  She is also in the 

planning phase of some potential projects which would reunite herself and Paul Rowley more 

directly as a producing/directing/editing team. This perhaps indicates that, in the absence of a 

deliberate focus on ‘bringing through’ female screenwriters and directors, once a producer 

has become embedded within the film industry, it has a tendency to hermetically ‘self-seal’ 

and reproduce existing gender dynamics.  Where Gogan does appear to have taken on a 

‘mentor’ role is in the introduction of Karla Healion to the Still Films collective; perhaps best 

known as founder of the Dublin Feminist Film Festival, Healion has since worked as on Lost 

in France, and produced Paul Rowley’s 2017 short The Red Tree. This dual 

curatorial/production role is reminiscent of Gogan’s own trajectory. Taken together, these 

points suggest that while collectivist production approaches may offer opportunities for entry, 

‘pipeline’ theories of diversity cannot alone counter the industry’s tendency towards 

homosocial self-replication – therefore, the presence of women producers in the Irish industry 

may result in the emergence of more women producers, but not necessarily more women 

writers or directors. 

  

However, Gogan is temporarily focused on a different role, with Still Films temporarily 

taking a backseat. Having initially taken on contracts and financing work for them, she is 

now Head of Development with Gavin Kelly and Dave Burke’s Piranha Bar, a position which 

emerged – somewhat circuitously – from their experience of working together on Last 

Hijack.  It is this which most clearly points to Gogan’s position somewhere between 

‘outsider’ experimental documentary maker and explicitly mainstream corporate producer.  
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As Piranha Bar have moved to expand out of commercial advertising, visual effects and 

postproduction services, they have made a distinction between ‘branded content’ and 

‘original content’.  This linguistic transition – indicating a movement from form- and 

platform-based distinctions such as ‘film’ and ‘television’ to ones which privilege the 

commercial, creative, and functional contexts of a particular text – speaks to the central 

issues of contemporary production: those of shattering the boundaries between media, and the 

erosion of traditional patterns of screen viewing.   

 

This role continues Gogan’s interest in the intersection of visual arts and technology, 

negotiating the boundaries between and across film, television, animation, gaming, and 

online delivery, such as in a link with Epic Games designed to transform production pipelines 

for animation through ‘creating really high-end, high production values for lower budgets, 

because we’re using the [Epic Games ‘Unreal Engine’] game technology to make the work’.  

It also exemplifies the transition to transnational coproduction described by Tracy and Flynn 

(2017), linking Piranha Bar with state and commercial partners in Spain and Canada, and 

with current works in progress budgeted at figures ranging from €3 million to €7.5 million.   

In Gogan’s opinion, the globalised industry leaves few options to practitioners who wish to 

scale up their operations 

 

We’re a small island, if we want to have ambitions past anything that costs about a 

million or so euros, really, we have to [go outside Irish funding opportunities], we 

have no choice.  We need to go to a coproduction model for that.  

 

Examining the role producers play in the Irish film industry, given their comparative 

invisibility and yet relative power, can assist us in identifying some of the wider – spoken and 

unspoken – conditions of production, and in illustrating the importance of non-IFB resources 

to the emergence of new women filmmakers as well as in wider film culture, as curators and 

production workers. Where the IFB has, historically, marginalized women, bodies like the 

Arts Council have been crucial to supporting them, albeit within specific formal and thematic 

boundaries.  It is also vital to understand the role that (formal and informal) women’s 

networking plays in the network of Irish film, both in negotiating gatekeepers, and in 

mobilising reputational capital.  At the same time, the myths both of the gender-free 

‘meritocracy’, and the auteur continue to dominate approaches to Irish film.  The flexibility 

and support that a collective model like Still Films offers may provides a stable ground from 

which to operate – and has, notably, allowed its members to pursue careers across different 

media and genres.  This does not mean that they are removed from the circuitry of 

inequality’s reproduction, but that collective approaches may mitigate its impact on women 

excluded by a masculine-individualist mainstream industry.  
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