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Beverly Rayner
Alexis Smith

by Salli McQuaid

My.stery

unifies the work of Al-
fanta artist Tedd Mur-
phy, Monterey artist
Beverly Rayner and Los
Angeles artist  Alexis
Smith. The exhibition,
Transitional Realities at
the Triton Museum of
Art in Santa Clara until April 18, was curated
by George Rivera and is the second of a series
exploring reality in ant. The first, Figurative
Reallties: Beyond the Form (1950), deall with
fairly straightforward figurative and narrative
work by Californians Domenic Cretara, John
Nava and Patricia Wickman. In Transitional
Realities, the viewer is invited to cbserve "the
existence of more subtle and obscure aspects of
reality.” The works in this exhibition are
indeed obscure. They are, however, works that
invite contemplation,

Perhaps the most exciting of the works on
view are those by Tedd Murphy, who made a
splash at the opening of the Lowe Gallery in
Santa Monica last year, which drew attendees
in the hundreds, maybe ¢ven thousand(s). It
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Todd Murphy: Ferumas of Red Clay Poetry (detall), mixad media, 144%% 240"

also drew the rich and the famcus, who, struck
by the size, imagery and sensitivity of
Murphy's work, laid out five digit sums for it.
The exhibition also gave Murphy exposure in
the Los Angeles Times and established an
journals such as Art in America.

Murphy's (and Rayner's and Smith's)
reception at the Triton Museum was not as
well attended. The crowd probably numbered
in the low hundreds, although it was perhaps
more volatile (a noted art critic and weil-
known San Jose artist almost duked it out
amidst the ant) and definitely less flattering. At
least one person, for example, remarked that
Murphy's exceedingly large-scale works were
unduly prelentious. Murphy has a 10,00
square fcol studio, which affords him the 2
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Rystery (romp.n
opportunity to work on a
gigantic scale in  any
dircction, The siudio is
Jescritied as somewhat of
a2 wreek by one Georgia
author. “In Atlanta.® says
Murphy. “space is cheap.”

Prctably any works that
are 12 by 17 or 12 by 20
Jeet ~ not inches — would
be imposing. Have you
ever looked up into the
ace of a seven foot plus
oollegiate basketball play-
cr? That's imposing.

But the eficacy of
Murphy's work gocs be-
yond size. Thetc is 3
suldlety, a talance and a
we of imagery in his work
that has haumting Euro-

. pean. in panicular French

rcnsissance  and  Edgar
Degas. connotations. Fer-
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tejs it's the influcnce of the dxp and heated
Scath, incubator for great mnovelists. that
fomeuts his work. Rfurphy, a displooed Windy
City native, savs living in the South is where
he's comfoitable ~ and where he can best
cr e

While (e viewer rmay be cownfostatde with
Mupiy's csthetics, there is 2 ourain dis-
cunefost with lus overall imagery, not neces-
swily a wegstive annbute. Just what is this
sitist uying: 10 say? In Femmes of Red Clay
Pociry (photo, page 1), Murphy's technique in
cestain snull ascas resembies the maintings of
thay Asea paintzr Rebvan Smith. In otler ascas
of this precominonily datk prece. burguindy,
teal ard dezp yellow age added The ceniral
figuie on thic lent has Whic head of 3 bear, and it

presents, lil.c an announcement, a football-size
cgg. The v.uik is composed of huge photo-
graphs enli.aced with paint and layered under
vatious she s of Plexiglas. Just whot is this
artist frying fo say? Mutphy says he works
intuitivcly.

Primavers (152°x 156%) hosts painted man-
nequins and bouguct of dried flowers, and
sticks out fsuin the wall at icast a foot. To reach
the flowers, the viewes can opea a hinged Plex
door, Red I ticrs spell out the nonscasical word
POLIPHOENIS across the hottom of the paint-
ing. A woraan sits in a chair, her nude back
facing the viewer,

Another uude back faces the vicwee in 3 more
threatcning work Uy Beverdy Rayner: Woke up
on a bed of nails: love, death, fear. sorrow
(photo, pag: 4). Rayner is regarded as one of
the Bay /rea’s sirongest cmorging young
artists, Quiditics that scparate hee work from
the pack ai: an acule sense of csthetics and a
Stephen Kiag scase of the hosrific. Rayner's
esthclic piwcision is rivaled only by that of
native Amicrican astist Tnunan Lowe. Both
artists place chjects with uncanny precision.
Rayaer uscs found. weathered and recyclod
mauterials, 1aany of which arc threatening, such
3s thorny ualks and cacli, (0 convey mystery
and horvor. Lowe uscs natusal matcsinls such as
polished rock and colos-washed and sanded
wool, conveying screnity and peace.

Anti-war, not peace, is the message of several
of the assemblage wallpicoes of Los Angeles
po Aleds Smith, who has ventured from dada
to the convepiual amd back again throughout a
phenomenl 20 ycar carcer. Smith proves in
this particuiar body of work that her work is
not getting older, bus better, dealing itrev-
cremly and incisively with political and social
issucs.

M the simple old-fashioned charm of a cop
beating uy) a drunk age words (coxtpé)



