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Denise Ramos” most recent wor[es, tlmugh
similar in many ways to her first endeav-
ors, have taken a subtle and interesting
new direction. Though more muted in
palcttc, many of these works convey as
rnucll, if not more, of the same radiance
and luminosity. In many ways, Ramos has
sljg]'ltiy shifted her focus to accommodate

the increased mastery of her medium.

{

Her drive to capture what appea led to her
aura“y has become sometlling in and of
itself: an attestation of l)eauty in color,
modeling of form, and the transcendence

of paint.

These surgaces, whether in cool grays
F ; 2 5 : . or electric hues ol & ed-

Denise Ramos, Installation, Untitled Series, 2001-2002. Alkyd and oil on canvas. oF _ICL}E s ! are IUSLIOHS " I‘l(.:l Scd

uctive. The verhcal, modeled stripes

DENISE RAMOS at one moment seem like vclve’cy dra-

peries, while at others seem like bars

Painting has a lot to compete with in listened, and pcrforme(l, like sound of gimving fluorescent light. Ramos,
the contem porary world of art, and with waves which had somehow taken form ever aware of her work’s visual potcntial
insta”ation, video, dig‘ilal me(lia, and and lined themselves onto the walls. to l1ypnotize and iull, often juxtaposes

cable TV, it’s often easy lo forgel: just
how stimulati ng a work on canvas can be.
Denise Ramos has not ['orgotl.'un, l‘lowe\fer,
and her paintings, deccp’civc]y simp]e
and minima“y composcd, remind us
that paintings on canvas are not ou]y
relevant in a historical context, but still

pacla a transcendent visual pllnclL

Ramos, a self—taug]it painter, initiaHy
})egan painting as a means to illustrate
anot]wr love: sound aml music. Her paint-
ings, Carc{u”y glazed and a[wa}*s arrange{l
in a linear series, were the translation of
what she saw in her mind’s eve: colorful
sonic vibrations. A musician in her own
rigllt, Ramos painted what she felt when

playing her electric guitar. These wurks, in

eye-popping and vibrant monocllromes,

fiHccl tllc sludio space wlleru Sl‘le worleecl, Denise Ramos, Installation, Untitled Series, 2002. f\“z_\'(] and oil on canvas.
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l)uﬂ:ery colored pigments with a Lleep,
sl‘xoul‘eing purple or red. Sometimes she
does this within the same painting, or
interrupts a series with a typically exclam-
atory interjection. In this sense, she has
created a per{cct marriage between her
two passions: a slow, (lreamy sequence,

musical in nature, acquires a fast tempo.

Denise Ramos relishes this control over
her viewers, and like any gootl performer
putting on a slmw, wants the audience to
get the ])iggest visual ])ang that tlley can
before wau'eing away. | his is wlly she lmngs
one of her works at a pcculiar and effective
level. Ramos, incapacitatcd from an auto-
mobile accident since lligl1 scllool, paints
from her wheelchair. It is at her cyc—lcvel
while scatC(!, then, that she has chosen to
arrange this recent work. While this may
seem unorthodox co mpare(l to most gauery
installati()ns, it 1‘eally makes the painting
more accessdjle, and the difference between
the l‘langing of this work and the others
makes a sigllificallt statement. Ramos has
’tlmugllt to install benches before the \mrlz_,
thus e11a]31ing the viewer to sit, cuntemplate :
and enjoy the work as she has done in her
own studio. Ramos knows that looking at
a painting can be a moving and tl'l(_)ugll’c—
provulcing experience, and shouldn’t
necessarily be an uncomfortable one.

[t seems unfortunate that more museums

and ga”crics can’t or don’t take her cue.

Denise Ramos is a painter who, aware of the
{ligital and tecllnolugical wonders around
lmr, wants to dazzle her viewers with ligllt
and color and ]){eauty. Per!mps teaclling
herself how to create these wonders was a
wise cl’micc; in lieu of trying to make works
that would try to compete with more up-
to-the-minute meclia, she makes glowing
reference to these media without ’caleing

away [’1‘01'[1 l’lCl‘ OwWIl.

TRICIA MOREAU SWEENEY

Tricia Moreau Sweeney's plmtugmplls are
disturljing and parad()xical. Generally set
in what appears to be a typical back yarcl
or household interior, often (lcpicting the
actions of a young housewife and her small
child, these pictures are layere(l with com-
plicated meaning. In one Se/f-PortraH
(1999), Sweeney stands amidst the hang-
ing clothes on a line with only her legs
di“{frentiating her from the Llrying shirts.
At first glance this struck me as cnmical,
sometlling a little girl l‘ﬂigllt think of to
amuse a {riend while playing in the yarrl;
Ilowcvcr, there is somct‘lling about the
juxtaposition of colors, the nigl}ttimc set-
ting, and the way the C(lge of a plasi:ic pup
tent intrudes into the rigllt side of the frame
that darkens the humor. What seemed
goofy and pran_leish settled into sm‘netlling

closer to loneliness and isolation.

The clump of d ry, dead brush in the

corner lends a menacing clement. Even
if she'sona camping trip and not in her
own back yard, she seems to have only

tllc otllcr sllir’ts {or company.

In another Se/f-Porirm’!, Sweeney captures
herself, miLl-leap, as she lmps upon a stove
that has been abandoned outside. Here,
too, there is an air of playfulness at the
sur{ace, a casualness. Yet Sweeney’s red
house (iress, battered lwels, and gartered
stoclzings are more the attire of the
temptress, of someone lmving been rav-
isllccl, in a The Postman Afways ]\)fngs

[wice manner.

That Sweeney arranges these semi-
domestic scenarios outdoors adds an
element of magical realism. Her character
could be li\!ing outdoors, the exterior of
her home lmving mysteriuus]y blown away.

Perlmps SllB’S l}()]TlElCSS, an out-o{-toucl}

Tricia Morcau Sweeney, Recession, 1998, Type C Color Photograph. 16" x 20"



woman practicing the memory of a
previous domestic life amidst a rural
junle pile. Or mayl)e she's just having a
l)acl?yar(l adventure. With their rich
colors, idiusyncratic juxtaposition of
()l}jects and sul‘)ject, and dynamic
composition, these plmtographs bristle

with a number of enticing narratives.

Certain elements of Tricia Moreau
Sweeney's plmtogmplm are cinematic
and narrative in the way that many of
Cindy Sherman’s best Untitled Film
Stills are. Both artists capture the flavor
of the female psyclu—: of their generation.
Sweeney’s film stills seem lifted from a
l)eautiful, [‘lmny and cynical indie movie,
a female-narrated Hal I'Iartley [ilm,
Completc with odd gestures an(l gorgeous,
paintcrly colors. Her scl[—portraits dcpicl
clcspair, sc”—awarcncss, lnnelincss, (‘lys—
[unctionality and ncg]cct: the (lcprcssion
and frustration that mig‘lﬂ drive a woman
to Ianguislﬁ upon her kitchen counter. In
a world where so many women consider
themselves to be third generation femi-
nists, it is notcwortl*;y that the sad and
possibly mistreated homemaker is still a

[ig‘urc that can generate angst.

o) \w.,eney s Recession plwtograpl)s ln'ing us
into a much more (Jesperate environment
as she crawls tllrougl1 the grass after
a closed suitcase. Here the violence of
her character's
f'\hl]()l_lgl'l the possil)iiity of wllimsy is
present in the brilliant hues and back
ya rd setting, the domestic environment,
like the counter top upon which Sweeney
lies, becomes an ensnaring world from
which there seems to be no u{it In

Ell'l()t]'lt&l‘ RC’CC sion bll()t we \LL \\’eLI]tB\’

wm'ld comes to Lllc for{:.

from knee to torso as she rises Llnsteadi_ly
from the grass. The implication that
she migl“lt be 1.‘ccli11g from a blow is
present, although it is the viewer's job
to make this connection after seeing the

other plmi:ngrapll.

[.:'ltimately, it is the tension between the
subtle imp]ication of violence and the
scemingly whimsical ﬂppl‘(}ﬂull to this
woman's (Iem“y boredom that make Tricia
Moreau Sweeney's works so compc“ing.
She affords her viewers a nosy—ncig]]—
bor's-eye-view: enough so that a “polite”
voyeur mig‘l]t g‘lance, raise an e)fel)ro\\f, au(l
walk past without lelerstan(ling the seri-
ousness or (lesperatiun of the situation.

Her character’s solitude and victimization

Tricia Moreau Sweeney, Untitled, 1999. Type C Color Pl‘lol.ograpll. 20" 30"

are as quiet as the lives of the women who
endure such realities on a (laily l)asis, and
whose cries are oftentimes unly heard l)}r

tllOSC \V]]O lO()]? an(l liStC]l CEII‘C[LIH}'.

Laura Lark
Houston, TX
June, 2002
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This Panel: Tricia Sweeney, Self-Portrait, 1999. Type C Color Photograph. 20" x 30"
Cover Panel: Denise Ramos, Untitled, 2001-2002. ;\”cyl' and oil on canvas. 20" x 49"
Bacle Panel: Denise Ramos, Installation, Untitled Series (detail), 2001-2002. .\”c}-‘(I and oil on canvas.

Tricia Sweeney, Sm'y:f'-%u-fmf!: Devoted to Home Duties and Pleasures, 1998, Type C Color Photograph. 16" x 20"
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Now celebraling its 241h anniversary,
Women & Their Work presents over 50
events a year in visual art, dance, theater,
music, literature, and film. The gallery
featnres on-going exhibitions of Texas
women artists and brings artists ol national
slature Lo 'lexas audiences. Since its found-
ing, Women & Their Work has presented
1.660 artists in 209 visual arl exhibitions,
100 music. dance, and theater events, 12
film festivals, 20 litcrary readings, and 226
workshops in programming Lhat reflects the
ethnic and cultural diversity of this region.
Nationally recognized, Women & Their Work
has been featured in Art in America. Artlorum
and National Public Radio and was the lirst
organization in ‘Texas Lo receive a grant in
visual art from the National Endowment

Work

for the Arts. Women & Their Work reaches
over 5,000 school children and teachers
cach vear through gallery tours, gallery
Ltalks with exhibiling artists. participatory
workshops. in-school performances. dance
master classes, and teacher workshops.
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