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PAINTE

Displuyetl l:ogeﬂler in one gaﬂery space,
this art is not tame; the pieces confront each
other like so many instinctively wild school
children forced to be subdued. Submission
wheels around Swi{tly, ﬂaslling colors and
[']exing its siug‘le claw. Oh Behave admonishes
the pinle painting ({m' behavioral reasons,
itself dlrumly in the cm‘ncr). Nfusfunoubll
and ‘il Bua’d'y with Fom‘, however prccarious]y,

stands ])_v, just hanging out.

Thcmgh (lispamte, the paintings IJy Joan
Fal)ian, Corinne McManemin and Faith Gay
are all playful, in the way that Lane Relyea
described Monique Prieto’s paintings: “the
forms play with each other and us.”! Prieto’s
pain’te({ f()l'l'ns [ace EE\C[] ()Ll'lef more tl‘.la.n tllﬂy
face the viewer, Relyea observes, and the rela-
tionship between Prieto’s {(}xn]s, within a
'singlo painting, recall for him the paintings
of the eightaen‘ch century. As t}lealt'icality
comes into play, time is engaged as a crucial
element. Prieto’s paintings, as well as the
paintings in FPainters x 3, possess a “]’ll‘CSBl’lCE"
similar to what Michael Fried critiqued in his
1967 essay, “Art and Objecthood.” “Art
degcneratus as it appmaclws the condition of
theater.”2 In his essay, Fried contested the
“objects” with presence made hy artists
Donald Judd and Robert Morris. Accorcling
to Frie(], Judrl’s nspeciric ohjects” blurred the
houndaries hetween the pure arts. But exactly
how does time exist in painting as nppnse(] to
what Fried “experienced” with minimal sculp-
ture? How can these non-narrative, abstract
forms be actors and what makes them alive?
The answer lies in the elements of color and
1iue, built I;ogetller to form cohesive visual

other-worlds.
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Matlene Dumas writes that “painting doesn’t
freeze time. It circulates and recycles time
like a wheel that turns.”3 The floating and
wl’)irling movement in Fabian’s paintings
mirrors Dumas’ observation; time's cyulical
Presence a]SD ﬂppears ill Mﬁr\ilﬂlle]]]in,s rGun(]
forms as llwy connect and refer back to one
another, and in the melted, nlorpln'ng nature
of Gay's specimen-like compasitions. In
Dumas’ metaphor, time is like water heing
turned [J_v a wheel. The wheel is the self-
reﬂexjvit_v of these paintings, their existence
unto themselves. TIIC‘y are l)elmving, and
behave tlley must, to work success{u]]y within
the discourse of painting lmlay. During the
twentieth century, painting became a p]umlis-
tic activity, incorporating cvcryt}liug from
ready-made objects to p]mlography s0 that
currenlly it is common practice to consider
certain artists as painters even though l}ley
rcplace the brush with the camera or the
screen. A(ldirlg to this Ij]wrty is the wider
selection of material available to contemporary
artists and the freedom to include these

materials in their paintings.

CUIGT a]OnL' ]]ZIE l)een appi‘()priate{l ]):!’ com-
merce, democratized into systems that are
accessible to all. Fabian incorporates an
abstracted Pepsi logo into her paintings.
I‘V‘ICMaﬂelnin fl‘n({s an iﬂc()n]l}dl’ﬂ])}ﬂ yu”ow
[I'I.)m lzitc]len rul’)l}er gl{)\’e‘.—'. Gay Cl'L‘ﬂl.l.'S
grid-l:ased color studies out of paint c}lips
gleaner} from a store (lisplay. These artists
and the n})jccts they create could be like
children let loose in a czm(]y store—their l)ags
could be stuffed! Yet the paintings, however
capricious, maintain a per{ect tension

between in(lulgcnce and resistance.

Joan Fabian, Houseplay, 2001.

k)paque watercolor on (ligilﬂl print. 24" x 19"

:'\[ter aH, painting is a matter of l)ella\'im;
of how the artist conducts herself in the
process of creation. And in this hehavior is
an cmp]’lasis on restraint, restraint Iacing a
filter tllmugh which comes the synthesis of
form with color. How do cach of the respec-

tive artists behave? (Wflml.’s in their lmgs)?

Corinne McManemin received her M. F.A., Summa Cum Laude, fmm Southern Methodist University, Dallas, TX and her B.F.A., fmm West Chester
University, West Chester, PA. She also had select studies at The Art Student League, and at the National j’lma’cmy of Design in New York, NY.
Exhibiting since 1085, Ms. McManemin has had many one-person exhibitions in Texas and numerous group and juried exhibitions throughout the United
States. Ms. McManemin has won several Honors and Awards and has fmrgl'u', at Southern Methodist 1 Iiversity, Dallas and Brookhaven Cof]ege,

Farmers Branch, TX.



JOAN FABIAN

Resides in San Antonio, Texas

Fabian’s art is influenced by her experi-
ence at the National Co“cge of Arts in
Lahore, Pakistan, and by mughal miniature
painting, a SLyle of painting made from the
16th to 18th century that blends Ir:(liem,
Persian and Asian influences. “Swirl” often
comes up when Fabian describes her obser-
vations of Pakistan: the way Pakistanis wear
their clothes, the way they pﬂe their families
and possessions upon their motor scooters,
the way that unusual combinations of
camcls, clon.lzeys, trucle's, riclesllaw;, scooters
and peop]e chaoticauy mix togcl}]er on the
streets. But “ewirl” can also reference the
m_vstica] traditions of this land, such as the
Sufi wl'li'r]ing dervishes.

Corinne McManemin, He”o, Vicar, 2001.
Tur, plastic, pow(]crpu”, oil, acry]ic, and plwtugraph on wood 13-1/2"x 9" x 3-1/2"

In fact, this mystical practice recalls Fabian'’s
observations of the street, of so many dis-
parate parts of man and nature coming
together, one giant Vi})ra'ting aliveness.
Coml)ining this concept of whirling move-
ment with form, or the gestalt, pm(lucea
a :‘lizzying experience; Fabian throws her
disorientation into a whorl and her paintings
and “scribble recordings” are the end result.
In Ifousepl’ay, (2001), Fabian’s l)rilliant]y
colored and pat{'erncrl abstract forms play
amidst decorative lines that imply an archi-
tectural space. Th()ugh not ﬁgurative ina
[amiliar sense, these forms appear somehow
Clﬂt]’lﬂ[{, and seem to be pointing, Stan&ing,
and arching. The spatial composition of
these forms upon the paper or vinyl gives

them a confrontational sense; tlley appear

clcsigrm(l to bhe l'mvcring and facing one
another. Like the atmoapheric spaces in
other paintings }Jy Fa]Jian, ffousepfay s
tableau recalls the space inside a video game,
the semblance of characters moving inside
a [ictional space that is in fact simply
the monitor’s screen producing al)stracti(ms
of colored pixels. The player of the game
can move the characters in this ﬂoatiug,
ethereal space, so that the lmages can
whirl ﬂroun(l; there’s a detachment between
the easy quick movement on the screen
and the lﬁo(ly of the playcr. This physical
disconnect also simulates the visual am-
lﬁiguity of Fabian's forms in which one

recognizes the familiar within the unfamiliar.

CORINNE McMANEMIN
Resides in Guil?orﬂ], Connecticut

Departing from her traditional framed canvas
paintings that featured colors inspired by
nature, McManemin's latest wm‘]z, con-
structed from wooci, paint, and found
olajecl;s, employs color and optics. Color
enters these paintings tln‘ough the (lljjec’cs of
McManemin's daily life: the cap of a vanilla
L(Jﬂle, an image from a haljy shampoo !ﬁloll]e,
a powde.r pu£ f. The round wooden dises join
I:og'clher in two ways—[irst, 'Lllcy are cut so
that tllcy are not always separate but rather
stacked on top of one another to form a s}lape
reminiscent of a snowman; and secmu“y,
they are also 1ayere(i upon one another,
MceManemin paints and collages these piles
and 1ayers so that tlzcy form a system of lenses,
or spols for reﬂections, like mirrors, the
Ul’]jECt of reflection })eing the painting itself.
Indeed (2001) acts as a vehicle thmugh which
to consider aspects of painting itsell. Ttis a
form used by McManemin through which
che may examine her concerns with painting:

a p11.ygica| space ]acleing the traditional

Joan Fabian received her B.EA. from the Art Institute of Chicago and her M.E.A. from the University of Toxas at San Antonio. Exhibiting since
1081, Fabian has had many one-person exhibitions, and numerous group and iuried exhibitions throughout the United States and abroad. In the year
Y 1 graup. ! g Y

2000 she had a one—person exhibit at the National Coﬁege of Arts, Eai’zom, Pm{?fsfmr, where she was a visiting locturer. Ms. Fabian has won many

grants and honorariums, most notal!ﬁ’y as a Fuﬂ)rigrlrt Scholar Award to Pakistan. She is cm'renitry an Art Instructor at St. Mary’s University in San

Antonio, and has been a Visiting Artist and Instructor at several universities in Texas and in Fakistan. Last year she gave a lecture at San Antonio

Colfege with Shahzia Sikander, a Fakistan/New York artist on the influence of the culture of Pakistan on hoth their works.



frame, whereby she may cxp]ure color, the
actual application of paint, (lesign, and draw-
ing. A musical comparison to the painting
Indeed would be a £ugue, variations on a
theme. McManemin devises a system of colors
to work with in her painting, so that ’chey
appear and reappear through different modes
of applicaﬁon: spraying, painting by hand,
and color photography. McManemin creates
the patterns l)y spraying paint Lhrough
paper (loilies, and lﬂan(l-painis lines that
echo the doilies” contours, Cn“agenl onto
Indeed is an out-of-focus color plm’m of the
painting itself, hringing into play the
plwnnmeno—logical implicatiuns of the
painting’s completeuess. Oh Behave (2002)
spans the corner foster:irlg the painting’s

reflection upon itself.

FAITH GAY
Resides in Austin , Texas

In paintings like Tnnocent Eruptions (2001),
Gay makes the wall her canvas by pinning
her delicately-made forms against it. Gay's
media consists of plastic beads [rom a craft
store that she arranges into intricate clesigns
of color and then melts with an iron. Gay
‘3|1apes the multicolored beads into ]Jizarre,
unpredictaljle sllapcs sometimes inspirecl
by botanical forms. The melted plastic and
the small scale of the beads allow Gay to
create what seem like tiny insect track Eorays
out into space. Grouping togclllcr beads with
wi!t[[y colorful palettes, Gay tlesigns amoeba-
like blohs that lock like live specimens under
a microscope. The contrast of their curves
and colors pulse and vibrate as the beads’
collective s]ﬂape mimics their (synl.lletic)
cellular nature. In contrast to her work
with beads, which is conspicmmsly out-of-
bounds, Gay works within a defined system
to create her square paintings. The grid—basecl

targets, corﬂprised of seemingl_v random color
selections, create a lively vi.l:)rating field.
Despitc the Cnmplex systems and arrange-
ments Gay devises for her art, it has simple
foundations. She seeks out rcacly-ma&e,
found objects which she manipu]ates. The
vibrant paint colors are not painted at all; but
are paint C]1ips transformed from the lines
of asccncling colors in a store Llisplay unit,
reordered and made into art. The pcrfectly
slaapcd circles are made with hole punchers,
another nppropriated use of craft store mer-
chandise. Gay slyly undermines the rational
use of malerials, rejecting their 11m|'lcha]:)1e,
presuril')cr] usages in order to surprise, and

create the Lmexpected.

'Wena(y Weil Atwell
April 2002

San Antonio, Texas

Faith Gay, Innocent Eruptions, 200L. Plastic.
Installation appmximatuly 30" x 48"

1 All references to Lane Relyea’s discussion of
painting are taken ﬁ-am a lecture he delivered at
ArtPace. Lane Re{qea, “Is There A Place for
Painting In (or Qutside of) Toafay's Art Leviathan?”
Feémary 20, 2002, Arlpace, San /lntoufo, Texas.

2 Michael Fr!'ed’, “Art and Ol)jecfi‘luad’, i
ArtForum 5 (June 19(77), P 21.

3 Mari;:ne Dumas, “Women am:} Hainffng (1993}, "
Fainting at the EJge of the T%rlla’, ed, Daug]as
Fog]f.h ﬁ\'fi.ﬁmeapo!is: Walker Art Center, 2001),
i, J7%

Faith Gay received her B.EA, in Scwrpture, )(ram the University 0)( Texas at Austin, TX. Exﬁzibiﬁng since 1005, Faith has had numerous group and

jurl'cd’ exhibitions in Texas and one in Switzerland. Ms. Gay has also had several installations and performances in Austin, Texas with Ariel Dance

Theatre and Frontera Fest.
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Cover Panel: Joan Fabian, Ffaalfng 1\’101{,[, 2001, Opaque watercolor on cligital print. 11" x 14"
This Panel: Faith Gay, Pinkfaced' Soczrar:'s, 2002. Plastic. Installation appmximate]y 36"
Back Panel: Corinne McManemin, Oh Behave, 2002. Plastic, POW(]@]’[}UH, ail, acrylic, sponge, and phutugraph on wood. 14" x 8" x3-1/2"
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Now celebrating its 24th anniversary,
Women & Their Work presents over 50
events a year in visual art, dance, theater.
music, literature, and film. The gallery
features on-going exhibitions of Texas
women artists and brings artists of national
stature to Texas audiences. Since its found-
ing, Women & Their Work has presented
1,654 artists in 207 visual art exhibitions,
100 music, dance, and theater events. 12
film festivals, 19 literary readings, and 225
workshops in programming that reflects the
ethnic and cultural diversity of this region.
Nationally recognized, Women & Their
Work has been [eatured in Art in America,
ArtForum and National Public Radio and
was the first organization in Texas to
receive a grant in visual art from the

National Endowment for the Arts. Women
& Their Work reaches over 5,000 school
children and teachers each year through
gallery lours, gallery talks with exhibiting
artists, participatory workshops, in-school
performances, dance master classes. and
teacher workshops.

Wouen & Tueir Work
1710 LAVACA ST,

AUSTIN, TEXAS 78701

(512) 477-1064
wiw@texas.nel
www.womenandtheirwork.org




