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FH:

Your career as an artist has been identified with your ceramic figurative
wor k, which has been extrenely successful and earned you accol ades and
critical praise. Wat precipitated the return to your first discipline,
pai nti ng? How | ong have you been considering this devel opnent and was
there a process of experinmentation before you felt you were ready to show
t hese?

JB:

I love working three dinmensionally, especially inclay. In the initia
stages, clay allows nme the novenent and freedomto work intuitively; to
| ayer, distort, wite in, add on, cut out... it's a dance and a

rel ati onship.

And yet, it is restrictive in so many ot her ways, size, form and

especi ally adding color/glazes that are one of nmy favorite parts of the
process, yet what you see, is not what you get. | |ayer many gl azes and
oxi des on top of each other, cross ny fingers and fire. The green oxides
turn brown and bl ack, the white opaque glazes turn bright blue or green or
yel low, different clay bodies produce different colors. If it doesn't turn
out to ny liking | re-glaze and fire again

My first love was painting. Not sure why | left it. After getting ny BFA
| did graduate work in Graphic Design, worked in the corporate world, and
was consumed for many years with the visual comunication of color
conposition and type.

I've had the yearning to return to painting on a professional |evel for
sone years now. The catal yst that got me started was a six-week structured
residency three years ago at the Banff Art Centre in Alberta. | went to
work in clay, but found nyself without the tine and deadline constraints
of home, and with the freedomto experinent.

I worked in plaster, fabric, nylons, rocks... and | painted. | painted
bi g! Canme hone, converted half my studio into a painting studio, and have
been painting ever since.

St orage has been an issue. 1've waited over two years to show the work to
anyone. | wanted to re-find nmy voice wi thout outside input. You were the
first one | showed it to, renember? Last June.

I"'mready to show | feel strong in ny direction and nmy resolve to
continue the experinmentation, vary ny work and nmaterials... keep it fresh.

FH:

You studi ed painting at UC Davis under the renowned artist, WAyne

Thi ebaud, whose paintings have been generally described as early
contributions to the canon of Anerican Pop and are in numerous public

col l ections. Your work is now abstract. What do you feel you |earned from
Thi ebaud and where is that prevalent in your work, if at all? Are there
any simlarities in style or philosophy you share? Are there other arti st
i nfluences you'd cite as influential?

JB:



Thi ebaud was an amazing, artist, teacher, and hunan bei ng. Wat | take
fromWayne is that no matter what subject, whether he was painting city
streets, |andscapes, the figure, or cakes, his enphasis was on the

| anguage and physicality of the paint, the line, the brushstroke, the
i ght and col or.

Ri chard Di ebenkorn, who was a nentor of Thiebaud, is one of ny all tine
favorites, his planes of nuted conplenentary colors, his sense of bal ance
and line work intrigues me.

Funk artists Roy De Forest and Robert Arneson were al so professors of
mne. | don't have their quick sense of hunor, but their use of color,
texture and pattern is influential in my work as well. There are many
artists that | nelt over... WII|em deKooning, Joan Mtchell, Helen
Frankent haul er, Wassily Kandi nsky. | have an affinity for that era, be it
funk, pop, figurative or abstract.

FH:

As a figurative scul ptor whose work expl ores and expresses the various
facets of Wnman - the Mythol ogy, the Goddess, Wfe, Mther, Daughter,
Sister, Artist, etc., - one would assune your painting would be figurative
as well. Is there a connection between these thenmes and these new abstract
pai ntings? |Is your scul pture influencing your exploration of abstraction
and/ or are the paintings in any way influencing your scul pture?

JB:

Al t hough 1've chosen not to show them ny recent explorations in painting
actually started out figuratively, and | may at some point go back to
that. For now, however, | wanted a departure frommy scul ptural work; |
wanted to go beyond the famliar

The subj ect has changed, the enphasis on |ayers, color, line, tine, and
conceptual Iy i ssues of labeling, control, power, and perception has not.
The enotional inpact remains the sane... for ne at |east.

My scul ptures and ny paintings will always influence each other... it's

all ny art. | once had a professor, Andrée Thonpson, that would tell ne
that each piece is pregnant with the next. That's how | feel about the

two mediums. The process is different, the outcomes vary, but the birth
comes from ne.

FH:

Many painters, particularly those working in abstract, describe it as
"process-driven" as opposed to the pursuit of a definable outcome. How
woul d you descri be your process or notivation?

JB:
This is a tough one for me. As | understand the process-oriented artist,
the enphasis is on the perfornance and not on the final outcone.

| like to describe nyself as a process artist nore than a conceptua

artist because ny best work (scul ptural or painting) cones to ne when

get out of my way, when | get out of my head, when I'mfully imrersed in
ny right brain. That doesn't nmean that | don't spend a |ot of time before



| start painting working out the concept, the colors, the conposition and
structure. But when | start working, | need to work intuitively, to
music, as if it's a dance.

FH:

In nost of your scul pture, you'll wite in the wet clay, in a "stream of
consci ousness" kind of way, your thoughts and/or feelings while in that
creative nonment. Although usually illegible, the witing | ends the

scul pture the sense of sone kind of conmunication. Is there a simlar
process at work in your paintings? Wiat woul d you hope the viewer to fee
when seeing your paintings for the first tinme?

JB:

Al most unconsciously at first, | found the marking appearing in ny

pai ntings, sometines outlining or circling forns, sonmetinmes as witing.

I ncorporating graphite, soluble crayon, paint markers, and oil pastels
allows for a direct touch and an intimate quality of the line. In ny

scul ptures there is also an enphasis on showing the layers in the clay and
in the glazing process; |layers that evoke the passing of time, and the
natural rhythmof life. | find this is inportant to ne in the abstract
work as wel | .

You asked what | hope the viewer to feel when they first come upon one of
ny paintings. The |ayering and marking are such a part of that enotion.
Each individual piece will evoke it's own enotion, but overall, |'d hope
the initial inpact would be one of discovery, fascination, enpowernent,
and revelation. But it's the time after the initial inpact that interests
me the nost. The subtle shift in light, in color, the quality of the
[ine. The fingerprints. The discovery in the |layers of underlining bits of
color... marks fromstories fromthe past that have been covered up and

| ong forgotten.

FH:

You have several gallery deal ers who' ve been extrenely successful with
your scul pture. Wiy did you select your Seattle gallery to publicly
prem ere these abstract paintings for the first tinme?

JB:

|'ve been very sel ective about whom|'ve shown ny work to. I'mtrying hard
to be protective of ny early direction and not necessarily have it swayed
by public opinion. | needed a discerning eye, one that | trust.

FH&Co has the experience, the deep know edge of past and current art, an
amazi ng breadth of intriguing painters that the gallery represents, the
ability to articulate and educate the collector, and, nobst inportantly,
the integrity and passion that is so preval ent. | feel privileged to
have FH&Co's know edge and passi on behind ny work.

FH:
Thank you, Jane. Please believe ne when | say the privilege is mne



