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PREFACE

Sam Yates, Director
Ewing Gallery of Art and Architecture

INTRODUCTION

The Artist-in-Residence Biennial is the summation exhibitior

that represents work of four different artists who parti

(@]

in the program in the last two years. The Painting and Drawing

Area realized over twenty years ago the need for a steady flow ¢

Residence teach a broad spectrum of both undergraduate anc

graduate students, and their gregarious manner usually bring
them into contact with virtually the entire School of .

Artists for the program are deliberately picked from those who have recently
begun to achieve international recognition as evidenced by their exhibi-

tion records. We are particularly interested in exposing our students to the
art community as it exists outside of academia, for that is where most art
happens. Knowledge from this largest and most competitive segment of

the art world is essential for our students if they are to grow into practicing
artists. The Artist-in-Residence Program has created a remarkably effective
bridge between the local art community and the larger art world, facilitating
the movement of our students to all points of the globe. One of the primary
destinations for our students has been New York City, home to the most

concentrated group of working artists in the world.

We celebrate this Biennial in particular, for it marks the first time that the
Artist-in-Residence Position is a formally recognized line in the School of
Art budget. This is largely due to the efforts of our recently appointed Direc-
tor, Paul Lee. It is also appropriate to note here that the program, initially
facilitated by our former department head, Dr. Don Kurka, approaches its
twenty-fifth year in existence. The list of accomplishments of the over fifty
artists that have been in the program is formidable. | direct the reader to the
Painting and Drawing web site at [http://art.utk edu/painting _drawing/index
html) for more information. | am also pleased to acknowledge that a former
Artist-in-Residence, Joe Fyfe, has written essays about the work of our four
participating exhibitors for this Biennial. Since his residency here in 1994 as
a painter of photographically derived imagery, Joe has become an abstract
painter and an active writer about art who has published reviews and
articles for many publications and Internet sites, including [www artcritical

com), [www artnet com), Bomb Magazine, and most notably, Art in America.

| first met Judith Eisler through the thoughtful introduction of Wade Guyton,
2 studio mate of Judith's in the East Village and former student in the Uni-
versity of Tennessee College Scholars Program. Ms. Eisler occupied a small-
ish space, filled with her paintings from video stills of obscure film noir. She
was skeptical about teaching and was, | suspect, doing Wade a favor by even
allowing me to visit. When she arrived at the University of Tennessee a year
or 5o later, standing by her vehicle in the parking lot with a smile on her face

that seemed to grace and characterize her forthcoming ime with us, her
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work had been featured on the cover of Artforum Magazine, and she was

newly represented by the Cohan and Leslie Gallery.

| met Kristin Calabrese on the phone, and although it was not the preferred
choice for a meeting, she had come highly recommended by a former
Artist-in-Residence, Nina Bovasso. Kristin proved intelligent, committed to
her work, insightful, and enthusiastic about teaching at different curricular
levels, while remaining both engaging and conceptually obsessive, an appar-

ent contradiction that Kristin found a way to tangle like a ball of string.

George Rush proved on first meeting a bit of a raconteur with a wonderfully
agile mind who has a passion for talking about art. He approaches his own
art objectively, as though seeing it for the first time through another’s
eyes—a quality very rare in artists. His background of assisting notable

artists was evident in his quick-witted response to ideas rather than styles

And | met Richard Aldrich, our current Artist-in Residence, in his home, or
rather his basement studio, where the distinction between his art and the
detritus was hard to distinguish at first, or even second, glance. His stories
of how he came to make what he sequentially pulled from the various
recesses of his underground space, coupled with his passion for sound as
recorded on vinyl records, twisting the threads of his sensibility together in
a surprisingly coherent and unexpected way, reminded me of a Dada artist
without the rancor or aggression but filled instead with an enthusiasm sup-
ported by a surprisingly well-informed historical knowledge married to the

very current condition

With Joe Fyfe's catalogue essays, this Biennial represents the work of five
Artists-in-Residence with very different personalities and distinct sensibili
ties. All of them have contributed immeasurably to the diverse visual culture
of the University of Tennessee School of Art. My life has been changed by
each one of them, and for that | thank them. | hope this exhibition persuades

the viewer that art is relevant to their lives and not simply an esoteric luxury



ALDRICH

Richard Aldrich gives a lot of his attention to writing and to a band that he

plays in and collaborates with on group art projects. They perform music

that falls most easily into the Noise category.

The objects that he assembles and/or paints on and that fall into the art
category are nominally conventional, mostly abstract or representational
paintings on stretched canvas or wooden panels, but they are attenuated.
The proportions of many of the supports that Aldrich uses are narrower

than typical, as are his longish rectangular formats. The sizes seem

unfamiliar for store-bought stretchers.

There is also a marked contrast between how his work looks in the studio
and in a more formal room. In an exhibition space, the paintings seem to
lock properly into place Recently when his work was exhibited at New
York’s P.S. 1 Contemporary Art Center, one tended to concentrate on the
marks taking place within the rectangles; there was quirkiness, but within
the bounds of known painting practice. By contrast, seeing canvases in his
studio, on the floor or leaning in groups against the walls, the propositional

nature of Aldrich’s approach comes to the foreground.

He posits the painting as a site where much history has occurred but

adheres no responsibility. Its aspects are given, subject to operations

that are tangential or speculative Aldrich tre
post

the

ats pictures as philosophical
-itnotes. His work shares with Marcel Duchamp an intent to address

mind. His work can be experienced as thoughts floating lightly inside
of known genres

His portrait paintings have a faint resemblance to Egon Schiele, but there Is

nosense of homage here, nor is there 3 hint that Aldrich might be making
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paintings through the construct of a fictional character like Kai Althoff

does. None of Aldrich's paintings demonstrate any significant degree of

eccentricity or irony.

They are droll. Some of his works are “Tongue-in-cheek Minimalism,” he
says. This sobriquet applies to one particular painting that has a blank front
surface and two pieces of cloth, one brown and one checked, adhered to the
top left corner edges of the painting. The fabric was cut off from a pair of
pants that he wore for the summer, he says. He shortened them more than
once, which produced a few sets of thin strips of cloth. He liked the |dea‘thak
they were on his body and then were used to make a painting, emphasizing

the relationship between his body and the painting.

The abstract works have a faint expressionist pedigree, as in one unlllle‘d
painting that features a jumble of brushed, semi-transparent off-rose oil
paint. This gesture enters the canvas from the bottom edge, Cy Twombly-
like, and makes its way through the center of it. It has been painted more
than once, and there is a small “x” scratched in it. There a few marks
sketched on the bottom edge of the painting that reference the anamorphic
skull that crosses the lower portion of Hans Holbein's painting, The Ambas-
sadors. In Aldrich's painting, the head must change position in order to 5€€
the bottom edge, just as one must look at an angle in order to correct the

perspective on the skull in the Holbein.

- at interest
Aldrich says that here in the “Information Age” the questions tha .
. A and trade
him have to do with how information, “like stones, is shared a

: > erested in -
How meaning is imbued, how it is transposed. i'm really intere

translating things.”




Kristin Calabrese might be called a bravura diarist; her works are fraught
with meaning. The personal is on top, and the political is lurking somewhere
underneath. Though she often works on large-scale paintings that take up
to six months before realization, the starting point seems like it might be

a notebook entry. This is because Calabrese appears willing to go to great
lengths in detail, concentration, and verisimilitude to make an imagistic
painting that is not derived from improvisation or a set narrative but from

a literal statement. The statements, which become the titles, open up
meaning in unusual ways; they are circular, often coming back to the idea

of the painting or the situation of the artist. They are then just as likely to

refer to global matters.

The first half of the phrase from the homily, “Oh What A Tangled Web We
Weave, When We Practice to Deceive,” inspired Calabrese to construct a

studio set-up of many long strands of tape criss-crossing an empty room.

itself: painting is a tense crossing of colored strands of simply woven fabric
situated in a room somewhere. The second half of the phrase, which is

implied, might be a comment that this business of making art objects that

imitate life can become awfully snarled up.

Inthe painting, Everything Does Not Always Turn Out for the Best, Calabrese
put a 48 x 36-inch blank canvas on her easel and copied this phrase exactly
as it was spray-painted on her studio wall. She used her considerable
academic painting skills; careful color matching; and glazing using alizarin
crimson, stand oil, and fan brushes to recreate the effect of the aerosol paint

on the flat, paint-spattered surface. Like the other paintings, one could
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assume that that this message might have begun as a kind of personal
reminder writ large, but it nags at the viewer.

A message written quickly and large on a wall in bright red letters is a kind
of international code for the voice of the angry disenfranchised, and it is not
hard to see this painting as a form of ventriloquism for the enraged voice of
the street. The message, clearly enough, is a bitter retort to an attitude that
has accompanied every Republican administration back to (at least) Ronald
Reagan, that the market will correct inequities in time, that laissez-faire

capitalism and free trade contains an innate beneficence.

In two smaller works, Take No Prisoners and Mirror, Mirror On the Wall, the
artist performs variations on her central thematic armature of the closed
room. In Take No Prisoners, the phrases that are usually in her titles indi-
cate the walls, floor, and ceiling of a closed space. Its 30 x 30-inch dimen-
sion seems just about the size with which to perform a particularly cruel
Incarceration, something at which this country is getting awfully good. The
slightly larger Mirror, Mirror On the Wall seems to cover either a window or

a void with a grainy plywood panel. There is something creepy about the two
chains holding it up, too.

What impresses in Calabrese’s work 1s her ability to communicate a range
of personal feelings, from the mundane to the unspeakable, in such a way
that they can, in fact, be ignored. Her messages are coded enough that one
imagines them hanging in a rich collector's house and, suddenly losing their

benignity, springing on the unsuspecting owner like some combination of

Bart Simpson and Ralph Nader.

OF GAGOSIAN GALLERY
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JUDITH EISLER

Judith Eisler makes paintings of movie images. This involves the selection,
cropping, coloring, and photographing of these images in preparation for
executing them as paintings. First, Eisler selects single frames from art

s of the pre-digital era that were recorded on film stock. She then takes

fil
a picture from a projection of the image on a video monitor. At this point,
the image that has begun as a collection of lights and darks projected on
a surface has been transformed to an image seen through a matrix of tiny
lights on a small screen and is then rephotographed in 35 mm. It has gone
through three steps of distortion that has shifted the edges of the forms
and changed the color and the light quality. Only then does Eisler paint the

image on canvas.

Eisler’'s process has similarities to Jasper Johns' note from his journal:
Take an object, do something to it, do something else to it, do something

else to 1it.” But where a Johns work is a stoic metamorphosis of a familiar

object, Eisler’s steps achieve a calculated distance from a known phenom-

enon by technical means

Eisler's paintings have a dry, uninflected surface. Upon close examination,

no brushstrokes are visible, only a dull fuzz of the weave as the slight traces
of oil bleeds from the pigment into the cotton duck. This de-emphasis on the
physical facticity of the painted tableau reiterates Eisler's commitment to an
investigation of how physical objects are transformed by the technical appa-

ratus of filmaking and how that product, in turn, occupies our cultural space

Only a few years ago, Eisler’s paintings emphasized a Picabia-like, libidinal
contract with the viewer. In such works as Smoker (Cruel Story of Youth]
with its foreground of wet red lips holding a burning cigarette or Car Hood
[When We Were Kings/with its emphasis on an implied narrative from a car
interior as well as the celestial bath of cinematic light, the artist was intent
on contrasting the impassive surface of the painted canvas with aspects of

imagistic sensationalism.

More recently, Eisler has removed most of the residual traces of narrative,
and the viewer is confronted with a more abstract image that nonetheless
retains an insistence on being read as a particular example of how photo-

graphic information can reveal deeply ingrained cultural values.

Both of Eisler’s paintings shown here refer to film's awesome legitimizing
power. In Waving Gena [Love Streams] and Karen Black [Day of the Locust],
Eisler has captured, as it were, two Blondes, examples of filmdom's

most prized species. If one compares paintings, it is first noted that

Eisler chooses images of these creatures seen from behind; their coiffures
resemble each other, a kind of squashed haystack shape. In Waving Gena,
the Blonde is seen in motion, as if fleeing or hailing a taxi. In Karen Black,
the Blonde is seen at rest, with head slightly bowed as if she is praying or
gathering her thoughts. Eisler’s cool objectivity of mimesis allows one to

ponder how quickly an individual responds to a shimmer of blonde gold on

the silver screen

WAVING GENA (LOVE STREAMS)

£ HASLAM

1 COURTESY OF COHAN AND LESLIE




George Rush’s work affirms the frontality of the painted canvas through a
series of negations, of transactions offered to the viewer but not completed.
As with the work of Judith Eisler, Rush’s operations seem to permit him

an understanding of the most basic tenets of painting—of the mark on the
ground, of the flat cloth smeared with color—by addressing photographic

codes that occur In contemporary image media.

Rush’s paintings are about subtle shifts of perception and address. These
low-key manipulations are brought about from the most basic means,
though sometimes, as evidenced by the paintings shown here, his intentions
will reveal themselves metaphorically. One painting depicts a plant that has
been known to change consciousness, and the other one includes an appli-

ance that has the same name as an airless void.
This explains, in part, the ambiguity between his painted images and

tense confusion by thwarting emphasis. This is done by undermining light
quality, airiness, surface, and narrative, a process that is only possible if
one has a highly developed vocabulary from observing conventional

representational paintings.

In Interior with Marijuana and Vacuum, Microwave and Bust, for example,
Rush contrasts a hard, flat-ruled or a knifed edge with softer and more
ragged areas where remnants of the brushstroke quietly knit the image
together. The odd ambience of their dulled light, as if one is viewing theses

scenes from behind a pair of amber-colored sunglasses, provides a sub-

liminal distance that lends the works their abject deja vu. This comes from
Rush’s use of colors that seem harmonized within a narrow tonal range but

are based on purer colors that would jar if not dimmed.

All of Rush’s works are composite paintings, begun with a great many
Internet searches. Rush uses applications such as Photoshop and lllustrator
to assemble a number of virtual found objects. He collects a table here,

an appliance there, an architectural background from somewhere else

until enough is satisfactorily in place to make a line drawing. Rush then
downloads this onto watercolor paper and executes it in color using opaque
media, usually gouache. A number of studies are made before Rush moves

the motif to his larger oil paintings.

The artist has said that he sometimes thinks of his pictorial situations as
externalizations of “isolation fantasies” that he has experienced. He
mentions what life is like living in apartment buildings, where sound and

vibration from other living units enmesh him in other people’s lives, but

underlines a feeling of exclusion.

Rush has spent time working in the studio of an abstract painter and
mentions that his own work is influenced by the idea of the “slab-like
presence” that an abstract painting can have. Rush has been recently
preoccupied with the play that exists between foreground and background
and has spenl time adjusting the paintings so that the backgrounds emerge

more forcefully than the foregrounds. One imagines a sign in his studio that
states: "Do not feed the gaze.”

OIL ON CANVAS

72 X 84 INCHES

ERIOR WITH MARIJUANA
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