View of Tom Joyce's *Penumbea™ paintings and “Barg” sculplures, all 2005;
at Evo.

intensity, But the well-composad
‘drawings” {hs term) are 1co
polite—Ebecause framad—and
leemally leo conventional to
convey the desired effact.

Four abslract sculplures
called "Berg” (Ihink “tip of”)
formed the show's cora. With
each, Joyee sliced a square iron
bar, twisted it, and squeszed
it batween dies almost 1o the
breaking point. Each resulling
work resembled two massive,
distreased cubes—pulled apart,
lhen shoved logethaer—cov-
ered with rusly, velvel patinas,
The precess lormed deep
crevices and forced small
exirusions, answering nega-
live space with positive. The
‘Berg” works pil gravity againat
leviation, their abstract masses
eyoking architectural scale
and recalling Frank Gehry's
bulging melallic buildings.

“Bleem™ is a smelting term
for a spongy iron mass prior o
relinement. In 1w works by that
name (30 by 30 by 28 inches),
Joyee packed nine verical
unils into a saquare foolprint,
lhe leps pushing v in varcus
contours that suggest Art Deco
skyscrapers, mountain peaks
and bread loaves; their internal
arliculalions also evoke erctic
body folds ana creases.

Iron ingspires in Joyce a deep
sznse of connection: buried in
Ihe earth, itis an element that
aleo flows through our blood-
straam, His sublie use of cast-
off war matearials is ethically
respongsble, yel withoul verbal
supplements—an artist's slale-
menl, reviews—we can't know
the invisible history of the par-
ticular pieces ¢f iron he uses.
Joyce's solution, elegant but
partial, was to make hiding
part of the work’s esthetic.

—Arden Reed
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Bailey Doogan at the
Tucson Museum of Art

and Etherton
Badey Doogan has said that she
leels lixe she's “crawing over the
surface of he body™ when she's
nanting. This intimacy may partly
explain the arresting qualily of
Doogan's ligurative paintngs
and drawings, But the impact of
ner work also has 1o do with the
particular bedies thal this arlist,
who is professor emerita of paint-
ng and drawing at the University
of Arizona, chooses Lo represent.
Especially since the 1980s, she
nas turned her unflinching gaze
on older wornen (herself included)
and, somebmes, aging men. If, as
Doogan contends, the body is &
map of evarything we have experi-
enced, then her work over the last
several decades tracss a world
thal is shockingly underexplored,
Tne paintings and drawngs
thal made up & condensed one-
rcom retreapective on the Tucson
Museurn of Arl's lower lleer—a
few spilled cver inte the hallway,

where a sign wamed visilors
that the show contanaa “adui
themaes —charled the legical
evolution of this fierce talent.
From Tavandsia Recurvala, an
intricate 1975 graphite-on-bris-
tok-beard drawing of ball moss,
to the brooding power of big
charconl nudes such as GO
(Virgin/Whora) done some 15
years later, Doogan challenges
the viewer to look at what sha
depicts as carefully as she has.
A companion show &l Ether-
ton Gallery meluded works
from 19493 1o the present. In her
masterful, unsetiling il paint-
ings and larger-than-life charcozl
sludies, Doogan approaches
the body with a spirit of discoy-
ery and a lechaical prowess
reminiscent of such 1Seh-cantury
maslers as Thomas Eakins, She
applies the same laserlike clar-
ity of vision apparent in her
earlier work, but it's tempered
here by tendemess and a rue-
ful humar that mecks everyone
involved, the artist incduded.
Spel V. Thman, for example,
from a 1938 senes of large
charcoals on primead paper that
includes Spel 1, Assman and
Spell Ill, Legman, shows a burly
middle-aged man wilh his hands
cupped around one side of his
chasl 1o form a very female-
looking breast. The man gazes
dovn at this proluberancs with
an almaost childlike intensity. The
plain black frama bears the letiers
TIT in subtle bas reliel 2cross the
lop and MAN across the bottom.
A shell en an adjacent wall in the
pallery hald six scratchboard solf.
porraits, &l looking a1 the titman,
each one mouthing a lettar—first
T. then |, and so ¢n. In each,
Doogan's head, composed of a
nelwork of while ines that in plac-
es resemble spidenwebs, floats in
the matie black backgraund ike
aface in a flickering silent movie.

Bailey Deogan: GO (VieginWhars), 1989, charcaal and mixed
madiums ca primed paper, diptych, 72 by 100 inches aversll; al the
Tussan Musoun of Ast,

Even more than the Tucson
YMusaum presentabion, the scope
of the Etherton show made clear
the deliberateness with which
Doogan has been playing with
the history of Wastarn art. You
can see Bubens in the nandling
of painted fl=sh, Reynolds in the
broeding sepia skies in an alle-
concal senea featuring a neked
o'ger man and a funny-looking
cog, Caspar Davia Fnedrich In the
almost mystical quality of some of
her landscapes. The relerences
are self-conscious bul they dont
dominate. What emerges inslead,
time and again, are Doogan's
visual wit and artistic intagnty.

—Oeborah Sussman Susser

Kaz Oshiro: Combo Washer!Dryer ¥1,
2005, acrylic and Bondo on stretched
canvas, 71% by 24 by 26'% inches; al
Rosamund Folsen,

LOS ANGELES

Kirsten Everberg

at 1301PE

In 2004, LA, anist Kirsten Ever-
berg contributed two memorably
pretly paintings 1o “The Undis-
covarad Country” at the UCLA
Hammoer Museum, And the
glossy oil-and-enamel canvases
in her second $olo show at
1301PE are so good looking that
you can already hear some crl-
s wondering out loud i they're
1aG pretty.

This exhibiticn, consisting of
just a handful of 6-by-9 and 4-
by-5-faot paintings, features
interior scenes and architeclural
c=tails from a mix of ancien
régime and modesn buildings in
Nancy, France, where the artist
recenily parbicipaled in a group



