A primary hue takes on nyriad nuances in d oucester
By Cate McQuaid | GLOBE CORRESPONDENT  AUGUST 19, 2014

Adin Murray’'s “Rayleigh Scattering,” on exhibit at the Jane Deering

Gal lery.

GLOUCESTER —Stand in the kitchen of the Jane Deering Gallery, in
Deering’s horme in the Anni squam nei ghbor hood here, and gaze out toward the
shed in the backyard. Blue fills the frane of the shed’ s doorway —a deep,
breat hl ess sky blue that couldn’t possibly be contained within the
confines of such a small structure.

Adin Murray’'s 6-foot-square painting “Rayleigh Scattering,” hangs solo
inside. It's part of a refreshing group show, “Blue arrived, and its tine
was painted,” the rest of which is in Deering s house (open by
appoi nt nent) .

Murray has painted a | um nous sky dwarfing a sun-dried Australian

| andscape. That thin bottomfringe of auburn grass and trees effectively
anchors the cerul ean expanse because Murray has rendered it wth near
photo-realist care. Pearlescent clouds |imed with violet and orange-gol d
throw an aura upward, which the sky swall ows, and then grows bl uer

The show takes its name from “Azul,” a poem by Spaniard Rafael Alberti,
and sni ppets of verse have been nmounted on the wall throughout. The text
in the shed nmentions “ecstatic blue.” That’'s the color of Miurray’ s sky.
Murray is a Cape Ann artist, and “Blue” mixes local with national and
international talent. Chris Baker, of Maine and California, reinmagines the
Bar oque masterpiece “Las Meninas” in his painting “Study After Vel azquez.”
A cobalt glow lights up Vel azquez’'s shadowy recesses in the room where he
depicted hinmsel f painting a young princess and her servants. Using a thin
filmof plastic as a kind of stencil, Baker delineates figures and paints
within their contours, each a bal ance of sharp lines and tart, runny
smudges. It’'s disarmngly strange —garish, ghostly, and affectionate.

Most of the work here, while smart, is not as unnerving. Tom Fels nmade his
cyanotype “Arbor 6.16,” by clinbing up into a tree and holding up a
3-foot-tall piece of photographic paper, exposing it to the sun and the
shadows of rustling | eaves. The results evoke the touch and novenent of a
friendly breeze.

There's plenty nore. Esther Pullnman’s photographs of architectural details
create spaci ousness, even in small settings, with angles and turns that
make the eye pivot. Tess Jaray' s untitled abstract silkscreen of

i ncreasingly blue bars describing an inverted pyram d has a basic, flat
form but color you could fall into. Al told, the shows effect is
clarifying and direct, like a cool dip on a sunny day.

Surfing On and Beyond the Surfaces:

Artist and UCSB Professor Harry Reese shows an intriguing set of paintings
in '"Pattern Recognition' reportedly the swan show for the Jane Deering
Gallery in Santa Barbara CA

--Josef Wbodard, SBNewsPress Correspondent 13June2014

For the eye's and m nd's sake, the current Harry Reese exhibition of
abstract at Jane Deering, 'Pattern Recognition' offers aspects of
conceptual contenpl ati on and sensuous, visceral pleasures. But beyond the
art of the matter, the showis tinged with a bit of swan-songly rue, in
that it represents the final show in the nuch-val ued Deering gallery



adventure in town, at least in this space and incarnation. It's the end
of amni-erain the challenging turf of private contenporary art
galleries in town.

Ms. Deering, based in Massachusetts for nuch of the year, has, while
"wintering' in Santa Barbara during the past several seasons, bravely
presented contenporary art in a few different venues, the best of which
was the current Canon Perdi do space she has share with Franeworks for the
past coupl e of years.

Life, the rigors of the art market and real -estate go on: her |ease up,
the space will becone part of the expanded Handl ebar Coffee haunt, and
the gallerist talks of such possible hunbler art-showcasing i deas down the
road, including taking over a wall in this space.

But we digress, albeit only a bit. one of the virtues of the Deering
shows has been a focus on contenporary artists who have nade Santa Barbara
their hone, for a few years or many, with links to | ocal academic
institutions and otherwise. 1In the case of the multi-faceted and
multi-notional M. Reese, he has been a provocative fixture for decades, a
UCSB art professor going back to the 1970s, a mixed-nedia artist with a
strong interest in book arts, and a publisher of books and prints, wth
his wife Sandra Liddell Reese, through the Turkey Press & and Edition
Reese, and nore.

As for the Harry Reese we find at the Deering gallery, 'Pattern

Recogni tion' conprises a series of abstruse yet direct abstract

explorations in paint, nmarked by a sense of natural forces -- decaying,
rusting, oxidizing, dripping, nmorphing -- and surfaces and materials ever
in flux. There is an illusionistic quality to the surfaces of these

pi eces, which can be reflective or glistening, as if in the pal pable
presence of glaring light. But they are also paintings of well-worked
artifacts, which involve pal pable, rough-to-the-touch |ayers while

channel ing i mpressions of other visual realities. it's not an easy read,
as paintings go, but it's a rewardi ng one.

In his witten statenent, the artist cites a statenent by Friedrich
Kittler, that 'aesthetics begin in pattern recognition,' and also adnits
that his strongest influences often come from poetry, literature,

phi | osophy and nusic, nore than visual art, as such. He surm ses that
"these paintings are not what |'msearching for, but what | find.'

Not surprisingly, given his admtted range of influences and references,
the artist's paintings cone equipped with |inguistically-charged titles,
to add to the visually-charged ganmbits involved. In 'Last Call' and
"Mles,' the reflective surfaces touch on the push-pull of finished
product and partly tronp |'oiel-style surreal finish.

One of the bolder pieces in the gallery, 'Consensual Hallucination,'
appears at once ruggedly earthy, invested in what, to quote the Thel oni ous
Monk song, is an 'ugly beauty,' while presenting the aspects of a

pai nterly puzzler on its own ternms. Another dichotony, in paint and in
words, is the piece called 'New Archive,' with its bursting splash of a
sensual pignent as the main 'event' in the conposition, asserting itself
above murky | ayers of sludgy blue residue.

In sonme of these paintings, in a way celebrating both artifact and
artifice, we get sonme parallels to the notley, decaying surface in
paintings froma certain era of German master Gerhard Richter's oeuvre. A
set of smaller pieces follows an expressive logic quite different than the
mai n body of art here, built up from senbl ances of brushstrokes or

pai nt -di pped t hunbprints, and odd-shaped shards appearing |ike airborne



debris in a nuttering, scranbled thicket.

Vari ations on the general thene of the show appear el sewhere, as well,
expandi ng on what is essentially a changeabl e aesthetic search-and-fine
effort. In 'Cascades,' for instance, washes of gray and white are put
forth, in ways suggesting both fluid and fabric inpressions, and mashed
sonehow together. This is just the backdrop for a deep blue calligraphic
gesture in the center, disarning for its sense of a centering notif or
visual plot line in an exhibition otherw se resistant to easy readi ngs or
hi erarchi cal optical |ingo.

M. Reese's intriguing body of 'findings' in the painting medi um make for
a fitting fare-three-well to a gallery that has dared to challenge the
pictorial and stylistic norns of nuch of Santa Barbara's private gallery
scenery. It was awfully nice and thought-provoking, while it |asted.

ART REVI EW Beauty in the Everyday, the Anywhere — LOCAL PAI NTER LESLIE
LEW S SI GLER AND EAST COAST PHOTOGRAPHER ESTHER PULLMAN COVE TOCGETHER I N

‘ EQUI PA SE
By Josef Wodard, News-Press Correspondent
May 9, 2014 For locally-based realist-w th-a-m ssion painter

Leslie Lewis Sigler and the East Coast-based phot ographer Esther Pull man
currently blithely cohabitating the Jane Deering Gallery show “Equi poi se,”
there is nothing especially exotic at hand in terns of subject matter, or
the i conography of what cones before their artistic crosshairs. Yes, M.
Si gl er has honed her skills and insights by painting a series of poetic
still life “portraits” of antique silver, of the fanciful, heirloomsort,
and Ms. Pullman has been taking pictures of niches in old, evocative
houses in New Engl and. And yet the underlying mantra of each artist has
nore to do with celebrating and el evating the comonpl ace, finding beauty
and mystery in the everyday.

Toget her, the two related but individualistic artists get along fanously
here. The show manages to nicely showcase and gain strength fromtheir
efforts to invest conmon objects and domestic spaces with unconmmon

nmedi tative focus.

Ms. Sigler, whose work occupies a distinctive place in the pantheon of
Santa Barbara painters and who has had i npressive shows at the Faul kner
Gal lery and the Architectural Foundation in the past few years, has a
style that is identifiable at a glance. A canny still |life painter, she

| avi shes her patient realist style on silver pieces that take on the fee
and the personality of separate characters, w th unusual descriptive
titles, i.e. “The Intended,” “The Pilgrim” and “The Sidekick,” draw ng
our narrative feelers into play while in the act of |ooking at the art.
In these strangely conpelling (and conpellingly strange?) paintings, we're
lured by the sensuous reflective glistening surfaces and curves, the
ornate designs and portrait-like centrality of each object. Shadows cast
on neutral gray/brown backgrounds rem nd us of the material “objectness”
of each subject, while distorted reflections in the silver hazily hint at
the environment of the objects, as in “The Luminary,” the pitcher in “The
Cultivator,” and the serving utensils of “The Three Graces” and “The

Ut opi an.” Through these fuzzy reflections, our reality panorama expands to
an unseen donestic space beyond the precious silver object.

Sai d space, in the figurative sense, could be a space where Ms. Pullman’s
canera does its exploratory work, in her “donestic geonetry” series. In
contrast to the vaster scale and sweep of her |arge photographic works,



seen in a nenorable show at the old De la Guerra Street |ocation of Jane
Deering Gallery a few years ago, these photographs are intimte and

spont aneous, elliptical up-close views that ferret out intriguing angles
and “found” or forced geonetric designs, seeking expressive possibilities
in a comon house.

Most intriguingly in this exhibition, which affords each artist their own
separate corners as well as blending their visions, are the intuitive
pairings. On one wall, Ms. Sigler’s small, vertical spoon studies are

mat ched, in size though not necessarily in form with Ms. Pullman’s
probi ng i mages taken during a residency at noted |late Anerican arti st
Fairfield Porter’s house in Great Spruce |Island, Miine. Wiat results in
this east-nmeets-west artistic linkage is akin to an alluring,

hal f -abstract visual conversation of imagery, with harnmony and rhythm

ari sing between them

If art could speak —in words, that is —the conversation night be
sonething circling the subject of the anmple magic lurking in the rmundane,
awai ting liberating expression through the filters of artists with their
i ghts on.

ART REVIEW Art, Craft and Modern M schief - BOSTON- BASED ARTI ST ELI ZABETH
ALEXANDER METI CULOUSLY BLENDS CRAFT, CONCEPT, SCULPTURE AND | NSTALLATI ON
| DEAS | N ' MARY MARY'

By Josef Wodard, News-Press Correspondent

April 11, 2014 11:51 AM

ART REVI EW

El i zabeth Al exander | Mary Mary

VWhen: through April 26

In the deceptively cal mand deceptively decorative new exhibition at Jane
Deering Gallery, Elizabeth Al exander’s Mary Mary, what you see is not
necessarily what you get. Key word, ‘necessarily.’

Lace 2013 Paper, graphite powder, glue . 36 x 28 inches

This patient and redefinition-seeking Boston-based artist is ostensibly
wor ki ng int he sculptural and installation art nobdes, using paper and
porcel ain sources that have been neticulously cut, reshaped, artfully

def aced and sonetinmes slyly mimc material realities as somnething other
than what they are. The Deering gallery show sports artworks, from an

el aborate faux lace table runner as gallery centerpiece to intricate
paper-constructed ‘still lifes' -- suitable subjects and a bl ackened paper
pi ece that evokes ornate ironwork; it seduces the eye through the detail ed
precision of it's X-acto knife artistry and beneath-the-surface thenes at
hand.

It helps to get some contextual back story on Ms. Al exander, who earned
her MFA at the respected Cranbrook Academy of Art in Mchigan, and studied
art in Scotland and Franc, but has al so been an ironworker, |ike her
father before her. She translates that facility fascination with
chal | engi ng physical materials to work with -- a spectrumrunning from
iron to paper, in the fastidi ous degrees she denands -- to create
dazzlingly, dizzyingly handcrafted cutout pieces.



Bowl of fruit 2012 . Paper, glue, wood . 15x15x16 i nches

Apart fromthe quietly mischievous table setting in the gallery, with its
echoi ng imagery of a fanciful building and abstracted decorative filigree,
she ups the ante of her paper-nastery with paper scul ptures of a fruit
bow replete with fruits, and, on the gallery's back wall, ropy |engths of
sausage and a full-scaled |life-deprived pheasant. The objects and

subj ects thensel ves are perfectly fitting fodder for 19th-century stil
l[ife and tronpe |’ eoil painters, here transformed into a post-noderni st
twi st via her papery art supply of choice.

A series of early art school -era pieces finds her deploying her cut-out
net hodol ogy to both process-m nded and netaphorical ends, by taking pages
froma vintage botany book and carefully excising the beauteous plant

subj ect fromthe surrounding framng -- renoving the content fromtis
context, to create a subverted rel ationship of positivel/negative, and
figure/ ground.

Beyond the real mof her fine (in nore than one way) paper art, we al so
find a few exanpl es of her deconstructionist reworking of delicate pieces
of china, which have been shanel essly and quite arduously and

ti me-consunptively, subjected to carved-out revisions and i nmage

i mpositions. her intricate design, whose blackness triggers association
with netal work, sonehow neatly also triggers longing for craft and
physicality of bygone eras, as local as the soon-to-be-denolished
corrugated netal -exterior blacksmth/ironwork building and property just
down a few bl ocks on Anacapa Street.

Magnol i a Warbl er 2014 . hand-cut bone china (found object) . 4 x 4 x 4
i nches

Sonehow, |uring behind the vague and harm ess audacity of her end results
are deposits of wi stful nelancholy, and also dry hunor. She alludes to
some i magi ned and hinted-at el egance of being that has been |ost or
diminished in this digitalized age. The art al so suggests a kind of

i nherently vul nerabl e soci al decorum conveyed through tellingly fragile
nmedi uns -- easily torn or burnt paper, defaced precious china, and enbl ens
of inperiled antiquity and order. Beauty is at hand, and at risk.

ART REVI EW

Eli zabeth | Mary Mary

When: through April 26 . 2014

VWere: Jane Deering Gllery . 128 E. Canon Perdi do Street

Hours: l1lamto 5pm Tuesday- Saturday . Information: janedeeringgallery.com
805-966- 3334




Review. Chris Baker Pacific

One Renbrandt Inspires Many Forns at Jane Deering Gallery
Tuesday, March 25, 2014
by CHARLES DONELAN

Twel ve figures present thenselves to the viewer in Chris Baker's |arge
(106x 132) new painting “Pacific® —13 if you count the chicken. They're

nostly recognizable California types, and with the brilliant sunshine,
nodern architecture, and |aid-back style of their setting, they could
hardly be anywhere else. At the center of this majestic, brilliant-hued

conposition, a guy with a white beard al nost holds the attention of a dude
in baggy shorts, a red shirt, and a sonbrero. To the left, children
frolic, and to the right, a trio plays nusic, defining the image’s limts.
O her characters occupy the nmiddle, too, Iike the blonde in the yell ow
sundress, or the plaid-shirt man with the ball cap. Wite beard even has a
sort of echo in the form of another white bearded nan who stands behind
him gesticulating. Generous with color and Iight, the picture conbines an
ol d-worl d sense of grace and conplexity in its conposition with a fresh
palette that is worthy of David Hockney at his best.

VWhat' s not i medi ately apparent, and what nakes Baker’'s work so
interesting and special, is that the inspiration for Pacific, which
occupi es one entire wall of the gallery, cones not fromthe |ikes of
Hockney’s iconic “Beverly Hills Housew fe” of 1966 but rather from
Renbrandt’s much, nuch nore iconic “The N ght Watch” of 1642. Hangi ng on
the wall opposite “Pacific” is another of Baker’'s |arge new paintings, the
48 x 72 “The Ni ght Watch Abstracted” (2014). El sewhere on the walls and in
the gallery's flat files, myriad exanples, each executed in a different
idiom all point to the same conclusion —Baker is obsessed by “The N ght
Wat ch.”

“The Ni ght Watch, Abstracted” (2014)

If you're a painter and you are going to becone obsessed with a single
great painting, “The N ght Watch” is the way to go. Packed wi th endl ess

i nformati on not only about the nerry band of sitters, who weren't watching
anyt hi ng when they conmi ssioned the picture from Renbrandt, but al so about
the possibilities of painting, its visual interest feels unlimted. In his
abstracted version, Baker remains remarkably faithful to the arrangenent
of the figures in the original but lets |oose within that with a tour de
force of painterly distortions. Dragging a scraper across nany of the
figures with a light touch and a sure hand, Baker introduces the kind of
hori zontal smears one associates with a sticky printing roller —or the
abstractions of Gerhard Richter. Baker enpl oys other postnbdern painting
gestures here, as well, and a side-by-side conparison of his painting with
Renbrandt’s original in digital reproduction reveals that such techniques
as the incorporation of hard, stencil-edged fragnments of negative space
are in fact nothing new, as Renbrandt was using themin the 17th century.
In a brief artist’s statenent acconpanying the show, Baker suggests that
his project is best understood as a search for order through observation
of and neditation on Renmbrandt’s subline sense of composition. Wile
ordinary artists are often reluctant to acknow edge their influences out
of an anxiety that they may be second best, for Baker, the influence of
Renbr andt woul d appear to induce a kind of ecstasy. Wth Pacific, he


http://www.independent.com/staff/charles-donelan/

enmerges fromthe | ong shadow of “The N ght Watch” into the bright |ight of

his own i magi nati on.

http://ww. i ndependent. conl news/ 2014/ mar/ 25/ revi ew chri s- baker-pacific/
ART REVIEW A

Bi gger Picture, a Cassic Declassified - CHRIS BAKER S EPI C PAI NTI NG

"PACI FI C," TAKES REMBRANDT' S CLASSI C ' THE NI GHT WATCH AS A DI RECT SOQURCE

OF | NSPI RATI ON

By Josef Wodard, News-Press Correspondent

March 14, 2014 11:54 AM

ART REVI EW

Chris Baker | Pacific

Despite the presence of studies, back-stories and supportive energies, the
current fare in the Jane Deering Gallery basically qualifies as a
one- pai nti ng wonder. Even casually wal king by the gallery space, Chris

Baker’'s Pacific screams out to the senses, in a side-of-a-wall, mni-nural
ki nd of way, its whopping 106-inch-by-132-inch dinmensions all but |ording
it over one long gallery wall, and engul fing our sightlines.

Chris Baker . Pacific 2014 . Gl on canvas . 106 x 132 inches

And yet, if this seemingly casual gathering of figures in an identifiably
iconic Southern California setting initially settles easy on the nind --

gi ving double neaning to the word ‘Pacific,’ as ocean and peaceful feeling
-- the conceptual plot thickens and taps into sonething deeper and
art-historically entrenched. Pacific takes, as it s primary inspiration
and nodel, Renmbrandt’s classic and epic 1642 painting The N ght Watch, aka
its original title, ‘The Conpany of captain Frans Banning Cocq and
[ieutenant WIIlem van Ruytenburch preparing to march out.’

Chris Baker . Night Watch, Abstracted 2014 . GO on canvas . 487 x 72
i nches

M. Baker, who has studios in Carpinteria and Sedgw ck, M ne, has
maneuvered a post-Mdernist flip here, unabashedly channeling and
structurally m m cking Renbrandt, while lending a refreshing new twist in
the realmof figurative art-making. He switches out the mbody and dimlit
nocturnal setting of the original with bright, unrelenting California

m d- day, and exchanges the 17th military aggregation for a notley crew of
casual -dress Californians, slacker, possible scholars, and a jazz trio
appreci ated by a bayi ng dog.

But clearly, the formal and organi zati onal connection of the two paintings
conspires toward an artistic, odd coupling across centuries, painting

i di oms and geo-cultural coordinates. As the artist explains in a
statement, ‘This is not a utopian order, nor is it a natural oder

Rather, it is an alternative oder -- one that is large, wide, in color

i mperfect.’

Across the roomfromthe ‘big picture,’” hangs his piece, The ight Watch,
Abstracted, service as a kind of point of reference and/or departure from
the nmore than tw ce-as-large painting across the way. Elenents of the
ori gi nal have been scrubbed, scraped, blurred and bl ackened, as is

wi ndswept by the gusts or art historicist menory and contenpl ation

Wth Pacific, the vast scale belies its anbival ent, easy-does-it,


http://www.independent.com/news/2014/mar/25/review-chris-baker-pacific/

| ei sure-soaked imagery. W instantly recognize the archetypal stuff of
the SoCal lifestyle, fromthe swimsuited fashion, shorts (wth canoufl age
pattern, mxed with the colors of the Ethiopian flag -- how SoCal is
that?), and the odd presence of an ol der nan positioned in an arch
pontificating pose, a direct Iift of the central figure in the Renbrandt.
He is the surrogate 21st century, Californian stand-in for captain Frans
Banni ng Cocg.

These di sparate characters are curiously collected here, in a mannered,
frozenly theatrical way in this stage, set-like space. They could have
been enlisted froma mega-mall or fresh off the strand in Venice,
California, in the lazy, sunlight-kissed atnosphere with mld nountains in
t he background, a geonetric, nodernist beach house and the classic

eucal yptus tree -- seemingly indigenous to California, but actually a
non-native, like so many things on this far coast.

In the dramatic arts, in theater, opera and film the process of updating
and re-contexturalizing old standards of the repertoires is an accepted
part of the creative process. Updating and noderni zi ng Shakespeare or
Verdi, say, is a gesture toward naki ng great art universal an of-the-now,
as well as a potentially controversial prospect. |In the fine arts, the

| ong arm and om nous echoes of art history feed into what conmes next in
ways that can be nore poetic or tw ce-renpved, or also sonetines realized
by noving in an opposite direction.

M. Baker’s notion is, at once, bracingly direct, and sneakily
conplicated. Wth Pacific, sonehow, the careful blend of transfornmation
adaptation and al | egi ance becones a subplot in the fascination of the
painting -- and the project itself. The painting, this one | oomng

tabl eau of a painting, is the thing, yes. But it’s also just the starting
poi nt .

ART REVI EW Pacific Study 1.5 2014
Wat er col or on paper . 6"x9”

Chris Baker | Pacific

When: through March 29 . 2014

Were: Jane Deering Gallery . 128 E. Canon Perdido Street

Hours: 1llamto 5pm Tuesday-Saturday . Infornmation: janedeeringgallery.com
805-966- 3334

ART REVI EW Landscape, Revisited and Rethought - 'THE LAND HAS MANY PARTS
OPENS THE FI VE- MONTH JANE DEERI NG GALLERY SEASON W TH PROVOCATI VE AND
PCETI C | DEAS ABOUT LAND

By Josef Wodard, News-Press Correspondent

January 24, 2014 8:11 AM

ART REVI EW

' The Land Has Many Parts

In The Land Has Many Parts, the first show of the five-nonth season at the
Jane Deering Gallery, the closest thing to | andscape paintings, as we



commonly know them is Julian Kreiner’'s Knee and Qur Claimto Wat Is, and
close is arelative term In these paintings, the Brooklyn-based arti st
burrows into thickets of natural underbrush and forest-like terrain

wi t hout the usual |andscape art bearings of horizons or focusing features
of flowers, tree, skylines or other conforting points of fanmliarity.

Julian Kreimer . Knee 2013 . Gl on linen . 36x36 inches

These busy, bushy areas into which our sense are plunged could be an
actual, rugged and unspoiled forest |ocation, or a scrubby nature patch
off the interstate. So rmuch for pretty, neatly conposed and idealized

pi ctures plucked fromthe stuff of nature. The land in this art has many
possi bl e inplications, inspiring and foreboding. So goes the art in the
gal l ery, nore generally.

Titled after a page in an illustrated-by-the-British-author, N gel Peake,
fromhis book, In the Wlds, The Land Has Many Parts invol ves severa
artists’ considerations of land -- its neaning, synbolic inport, its
harsher realities, and state of fragility. Not incidentally, the show

al so serves as sonething of an antidote, or at |least alternative, to the
prevailing wi sdomof the locally popul ar | andscape and ‘plein air’

pai nting tradition.

In an exhibition statement, the underlying theme of the art in the room
has to do with ‘connecting | andscape to power, nenory, nodernity, cultura
and climatic shifts.” Al told, the Deering showis a bold opening act as
the first of a handful of shows during the nostly Massachusetts-based
gallerist’s January-to-May stint out West in her Santa Barbara satellite
space. For several years now, she has been running her Santa Barbara
gall ery space in various |ocales, nmobst recently in this atnospherically
charged | ocation, across the street fromthe Presidio.

Set with cool, context-staging dramatics on the back wall of the space,

Br ooks-trai ned photographer, Jacob Hessler’'s large print Brittle Remains
is amnimalist slice of natural life, an eerily arid inage of wintry,

| eafless, tree forns in Nam bia. |t suggests a barren | andscape, but is
very much of this planetary visual vocabul ary.

Jacob Hessler . Brittle Remains 2012 . Archival Inkjet Print . 40x60
i nches

I n anot her case of | andscape tropes rendered afresh, Adin Mirray’'s C oud
and Light Study series involves nmuted, black-and-white meditation on the
nmeeting of |and, sea and sky, but under bl eak-ish, reductive, expressive
circunstances. Land takes on yet another neaning and tinbre in the
British artist, Hazel Walker’s surprisingly affecting, subtle paints
inflected with spare washes of Anmericana, El sewhere 9 and M ning Town.
Wsps of architectural forns assune |arger significance regarding the mx
of structure and | and usage, w thout excessive fanfare.

El sewhere in the land of alternate |andscape painting, Sue McNally's Ice
and Rock Pile finds realismyielding and interweaving with a | ean
abstractionist’s code of picture-naking; and Magnolia Laurie’'s

oi | -on-panel, real-neets-and-mates-with-the-unreal inmagery is laced with
and informed by poetic titles, between here and nearest land, and it’s
hard to trust these qualities.

From a perspective conprehensible to many Americans, including the
fast-devel oping real mof Santa Barbara's fornmerly open and sem -agrarian



topography, Kim Parr Roenigk’'s trio of large, inpressive paintings of the

Bal ti nore-area, housing devel opnent where she lives, detail the

bef ore-and-after reformation and ‘tam ng’ of once-unsullied soil and |and.
It’s the old, familiar story of gentrification and suburbanization, told

t hrough |i ght - and- shadow sensitive paintings of a suburban tract, in which

a former farnmhouse and vacant |ot are sacrificed to the bedroom comunity

cause.

Kim Parr Roenigk . Maple diff 1 2009 . G| on paper . 30x41l inches

As an uni ntended conpani on piece to art about the invasion of suburbia
into open spaces in and around our cities, Amanda Burnhanis | arge,

i mposi ng and i npressive Overpass is a fittingly hectic and dense ink and
coll age ‘homage’ to the info, population and architectural overload of an
unspecific city. She addresses the subject in the context of a
rough-around-t he- edges and cartoon-ish portrayal of a cosnbs fit to burst,
and | ess organi zed than surfaces ni ght suggest.

Amanda Burnham . Overpass 2013 . Ink and collage on paper . 40x6



