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Michael Brakke '/

WORKS ON EXHIBITION

Jessica Dickinson resy ¢ e arl

Wallace Whitney urtesy of CANADA

Jeff Gauntt

Munro Galloway i he a v Muira (i

The presence of acclaimed artists—who have lived and worked
in major cultural centers across the country—enhances the
educational opportunities for both undergraduate and graduate
students enrolled in The University of Tennessee School of Art.
With daily contact over the course of a full semester, resident
artists develop a unique relationship with the student body
which complements the creative stimulation offered by guest
lecturers and the School of Art's faculty. Representing diverse
ethnic, cultural, educational, and professional backgrounds,
these resident artists introduce another layer of candor and a
fresh artistic standard for the students who, though early in
their formal art studies, are beginning to develop their

own perceptions, skills, and theories in connection with the
making of art.

Although the resident artists present slide lectures during their
stays, it is access to theiwr works of art that 1s highly anticipated
and valued by both the students and the faculty. Therefore, the
Ewing Gallery has sponsored group exhibitions of these artists
since the inception of the Artist-in-Residence Program

in 1982. Currently held every two vears, this exhibition provides

a continuing dialogue between artist-teacher and student.

The Artist-in-Residence Biennial also offers our general university
and regional community an opportunity to experience a
provocative and often challenging exhibition of contemporary art.

Credit for the continued success of the Artist-in-Residence
Program and the accompanying exhibition is deservedly given to
Professor Michael Brakke and the Painting and Drawing faculty
who invest great tme and effort in selecting participants who

will bring different aesthetic orientations, skills, and backgrounds
to our campus.

I would also like to recognize the collaborative relationship
that has formed between the Ewing Gallery and the
Artist-in-Residence Program, providing an enriched educational
experience for our students and assimilating The University

of Tennessee and the Knoxville region into the global art
community. Additionally, commendation and acknowledgement
are given to the following: Ben Wooten and Cindy Spangler of
the Ewing Gallery staff for their assistance with this Biennial,
Hilary Wilharms for her outstanding design of this catalogue;
Michael Brakke, Professor of Art, for hus insightful introductory
essays; and, especially, the four Artists-in-Residence—Jessica
Dickinson, Wallace Whitney, Jeff Gauntt, and Munro Galloway—
for not only participating in and enriching the School of Art's
programrming but also for allowing their work to be exhibited at

The University of Tennessee.

S8AM YATES, DIREOCTOR

EWING GALLERY OF ART AND ARCHITECTURE

JESSICA DICKINSON inhabits her studio with infinite care.
It is a well-managed space. We meet walking along the
spacious, dim hallway into a small studio bursting with light,
her paintings so much more filled than their images suggested.
Never underestimate real things from their images that are
ghosts after all, belonging to a different life. I forget that, had
forgotten once again until I see how much is in her painting.

All those things that simply pictured seemed, well, maybe just
fussy, were embedded in the light, inextricable from it, not
small cute things added to hold attention but more likely most
disappearing, leaving a visible few in her frescoes, an odd,

old way to do things maybe. Jessica’s adamant about this,
telling me it cannot happen any other way. She tells me her
paintings are optical. She tells me they take a long time to make.
She sands them down a lot. They are labor-intensive. They are
heavy and she works on them on a table-like structure, a
horizontal easel so that she can reach the whole surface with
more time to see what she's making. She believes that people
want to look, to see again. This calls for patience. Those images
of her work, fragile, almost looking flimsy, turn apparitional here,
at a precarious edge of this world, after-images. They are rock
solid paintings, substantially real in this space of their making,
bringing power to surprise. They don't give an inch but they let
us see. She trusts this. That is like her.

we already know, that expressionist stuft gone
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JEFF GAUNTT comos from Toxn nd Hifteen years in New York

few exhibiting his work at Sikkema Je

City, quute a
Brant Sikkerna Gallery it was called, betore

el r it (
fast 10 Chelsed, ne | 15 as a

coer world after the talling wallt f Berhin, His waork
larger w €

. Panadena, TXCMot CA) s place dded on the tinl

thinking to be seen as the points on a compass, North, West,
East, South, but with room for the detritus of suburban lives, a

bright red bird, contesting while adorning the handb

it plumply perches, the things of houses in tf
banal, grown more particular in Gauntt’'s work. It 1s without

regret, no remaorse or loss, though he speaks of not belonging
as a child. His work 1s never what it seems, lookin

world hke 1t 1s just flat, a little bend or twist or recess,

your sense oi

fast, inverting and reinventing

understand. Its scale, its abihty to define the place becoming

a place, description no longer that which eng;

space inside what you t

drawers, furniture after all, innocently finds itsel

not unmindful of its first place in the suburbs, but more than

that one thing

It looks simple, often is in fact, and 1t s tricky 100, but it doesn't

much. It ju

want to fool you

Meeting MUNRO GALLOWAY 0n a stormy cold, sull sunny day,
growing dimmer In the later afternoon now in his studio near
the East River, his work 1s filled with a fugitive French light.

He spent some time in London, more in Paris, but coming from
our own West, no stranger to Colorado, Montana, or Washington
State, he 1s filled with a quietly articulate energy that wants to
reinvest painting with what many say has been lost to 1t.
Coming from the graduate program at Bard, an undergraduate
degree in Art-Semiotics from Brown University to take with him
there, and that time, many years of it, spent working and then
writing for Art Press, Paris again, it was hard not to look for

the Jackson Pollock in him or his work. It might be there, but

[ did not find 1t, instead running into a wall filled with drawings of
a mountain he said, near the Salton Sea, he said, an outsider
art-built mountain in fact, he said. Although 1t could surely

do without his help but he liked the idea of helping, resonantly
believable like his laconically understated comments.

His drawings referring to it feel rude, new, still looking for their
reason to exist, his preceding paintings all lush with squishy
paint that did feel at first like they might be pushed all the way

to sunny France, his American form tying them ashore

Originally arranged 1n what seemed, too quickly, easily, a
Jennifer Bartlett ‘Rhapsody’ schema, they simply were not a
chronology of Modernist Painting he insisted, [ knew, but about
being themselves, establishing their space within a grid that
was willing to rob them of such privilege, challenge for himself
to paint. Pare it down. It seemed unhkely they would be left only
to such a fight, some recently finding their space in another, a
book ‘Green River' urgently schematic, named by prototypica

of Old

grunge band of Seattle, newer Caiiforna, alternate version
Waest, Green River Killer and Microsoft, home too for Mt. Ramier
and punk. Pared down, recasting this Western, little enough
of that place left in our movies culture without appending a

cinematic noir, our myth evaporated alive around the giobe

National Parks encumbered with golf cours

s, retire here, eating

up that space once truly farge, open and clear, the pamtings

‘Green River' now protagonists, lush paint crisp, restless with tig

demands of a narrative contingent with the wide oper
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“Give me your hand: Now I'm going to tell
you how I went (nto that inexpressiveness
that was always my blind, secret quest.
How I went into what exists between the
number one and the number two, how I
saw the mysterious, fiery line, how it is a
surreptitious line. Between two musical
notes there exists another note, between
two facts there exists another fact, between
two grains of sand, no matter how close
they are, there exists an (nterval of space,
there exists a sensing between sensing—in
the nterstices of primordial

matter there (s the mysterious,

fiery line that 1s the world's con-

tinual breathing, and the world’s

continual breathing s what we hear and
call silence.”

Clarice Lispector, THE PASSION ACCORDING TO G.H.

My work explores the slower events of perception and
introspection that develop in peripheral spaces and passages
of everyday life. Ranging between the poetic and psychological,
the paintings are made to be encountered directly through

the sensate and subjective exchange of looking, revealing

new forms and delineations through time and investigation.

As reticent form gives way to expanding and illuminated
space, abstracted mundane structures and surfaces like
windows, walls and ceilings serve as thresholds, barriers,
voids, and intermediaries. Light and color emerge, delicate
optical networks and markings unfold at closer inspection,

and neutrality and brilliance oscillate into vision. The intense
cognitive and emotional shifts in which we “see” in a new light,
both inwardly and outwardly, are materialized as each piece
moves between vastness, intimacy, elusiveness, and recognition.

As our everyday states of perception and consciousness
absorb both memory and desire, the paintings’ surfaces
hold their own history and possibilities. The paintings are
created through numerous layers and erasures of il painting,
sanding and staining on a plaster-like ground, whose fissures,
voids, and eradications are comparable to a fresco surface
altered through time’s erosion. I work on each piece over several
months, and the gradual absorption of meditative time and
change becomes inscribed in the lifespan of the work. While
layers are built up and stripped away, temporal stages become
embedded and obscured into one undulating field as light
emerges from within the surface of the painting. The intangible
silences that exist within the visible are given matenal presence,
opening up a contemplative visual field that seeks specific
resonance while resisting finite closure.

Drawing 1s central to my studio practice. [ continually make
reductive drawings of sensations and observations that are
executed in single sittings in a drawing book. As 1solated
actions and annotations, these drawings often become source
material. In the larger handmade artist's books, drawings

exist sequentially and some are removed from the book as
fragmentary morments. The tactile act of turning the pages
activates a sequence of memaory and anticipation as abstract

narratives progress through disparate states and impressions. As

each drawing ranges between the immediate and the meditative,

paging through the book suggests an unfolding of the layers that
make the paintings.

Crack the Night | 50"



Big paintings have often been shorthand for big ambitious ideas.
I may make big paintings but I may not necessarily be
talking about things great and grand. I wonder if it 1s possible
to make a friendly huge painting, or to make a huge painting
that 1s about my daily state of my mind. I am fond of the
scene In the movie Survivors, when Walter Mathau's character
defiantly declares that he served “I1n THE BIG ONE.. KOREA."
After another character scoffs at this, he responds gruffly,

“1T SEEMED PRETTY BIG TO ME.”

Here I am, (n my studio, after a long day (n the city. 1 stare at the crazy nationalism up and down Flatbush Avenue,

Guyana, Trinidad and Tobago, D.R., P.R, red, black, green and
yellow, all at full speed, with horns. The colors from the street
start to seep Into my paintings, tattered flags getting dirtier all
the time. Huge sweeping lines, puddles and flows of color to talk
about some terrible/wonderful odor, or an awkward meal at a
friend’s house the night before.

Itis like writing in a diary, or getting a hittle lost, or trying to find
your keys... feelings of anger, frustration, and boredom, whatever.

It always feels a little hopeless starting out. I pick up the paintbrush and smear paint freely on a clean

surface, almost carelessly. Often, what happens on the canvas

is a collision of painted experiences that I can't begin to
understand starting out. The painting 1s a bent yellow merge sign,
the wash of an airplane In the sunset, or the spray paint that is
everywhere you look. I try to be patient with the paintings until
they start to show me something. Then it happens, releases, like
remembering where you parked your car or noticing that the
glasses you were looking for are on your head! And I can see It,
and I realize I just finished a painting.

—?

Natchez
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Imagine riding in a car as the pattern of the passing landscape

vibrates at the edge of your vision. Buildings in the distance
appear to guiver from the heat.

GAUNT

A

f

I'want my work to invoke this feeling of something just
out of reach;
a vast allusiveness both terrifying and seductive.

Personal history 1s like a ghost, following me through my daily
Iife as a referential guide, pointing out the physical, social

and psychological differences between the past and present.
Fragmented memories of growing up in the East Texas suburbs
and questioning the way of life, yet recalling the sense of

community that came with the conformity. By utihzing the
techniques of precisionist art, the surface in my pamntings
reflects that ideal certainty and unguestioning faith. At the same
time, nothing 1s complacent or “right”. Elements that should
recede often emerge, lumps rise to the surface, and nature
seldom conforms to natural rules.

Faithful Companion | two panels - each 727« 48" " overall
I'm creating an intimate visual language that Incorporates both
sculptural and 2-D painted forms, which are then integrated
into an architectural location. I emphasize traditional painterly
concerns of line, color and flatness through depictions of
personal landscapes, domestic interiors, and the residual
products of daily life. There 1s little pre planning so that ideas
develop as the work evolves. Eventually, the art takes over,
leading both the viewer and myself into an unsettled place—
a place that doesn't quite cohere, forcing the viewer to find their

own solutions.




I like paintings of

MOUNTAINS,

LAKES
< RIVERS,
; ROADS,
(@) f
| ALLEYS,
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< BUILDINGS, !
(@) : Ig\" LA
BILLBOARDS,
b T
o e
o TOWNS, i"ﬁ %
= CROWDS, o
) 43 %
= TRASH, = e
A few years ago, I began making a painting every day. It started v
as a simple exercise, a way of experimenting with new materials 0 ?Q'aﬁ
JUNKYARDS, "‘
? and applications. I approached the paintings like drawing or AR
collage, introducing a range of elements—pencils, markers,
GHOST TOWNS
resT o acrylc, oil, and spray paint. I tried to complete each painting in
a single session. If I couldn't firish, or if T wasn't happy with the
JARKNESS,
° painting, then I would begin a new one the next day.
NIGHT, In these small paintings I focused my attention on the
everyday, the mundane. I worked from drawings, collages,
OVERS, photographs, postcards, posters, album covers, and sometimes
from memory. The paintings began as representations of the
MURDERERS, physical world, but evolved into explorations of the materiality
of paint. Some of the paintings are depictions of people and
SKULLS, pla others are abstractions of form, hine and color.
One Year Painting
o As a whole, I think of them as a map or calendar, a N
o chronological or geographical survey. For this exhibition I have
selected a range, beginning with some of the very earliest
» paintings to some of the most recent. There is no fixed
s arrangement of the individual pieces since 1t 1s a continually
» expanding body of work. Instead | have chosen to organize them
.- loosely, according to broad chromatic and narrative themes.
RA N
[ recently started making larger paintings on canvas again.
MUD, It was difficult after working on a small scale for such a
long time. The first large piece I completed is a painting of
FEDS several smaller paintings in a landscape—an inversion of the
everyday painting project. For me, painting on a larger canvas
NVILDLIFE Is a slower process than painting the small pieces on paper.
The larger paintings have many layers, the result of continually
AKEDNESS revisiting the surface of the canvas, covering, uncovering,
scraping, and repamting. Instead of beginning and ending
KNES the painting in a fixed period of time, these paintings require
multiple passes, with the result that the initial gesture or idea I1s
FEVERS completely altered and obscured.
©
o
(==} DREAMS,
(]
(&)
z VISION
=
(o3
o
73
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