Gary Clough is the Head of International Pathways at UCA and a very experienced
tutor in art & design. He is also an established artist having worked extensively in
sculpture, print and drawing for nearly three decades. The ideas and their
manifestation through drawing that Gary is developing during his Trace Engines
exhibition and residency in Guangzhou very much represent a synthesis between
his creative and his academic careers.

His recent drawings in ink on paper and his monoprints reflect a deft and
schematic evolution from his more formal sculptural origins. The intuitive
grappling with structure and form characteristic of his sculpture is no less evident
in the sequenced multiples and narrative of his monoprints. The works for Trace
Engines graphically engineer; plates, nuts, bars, manifolds and a myriad of
components into evocative structures of mechanical muscle and functionality. All
the parts are there to be revealed, decoded, then visually assembled and
disassembled.

Gary has travelled extensively throughout the world in his academic role and as an
artist. His work is influenced and enriched by the qualities and visual language of
diverse climates, landscapes and cultures. His recent work explores the notions of
portrait, bust, silhouette and momento mori.

An enduring link between his creative work and his teaching is the role of
drawing. Central to his teaching and his drawing is full immersion in the act of
looking. Paul Klee once described the Bauhaus approach to teaching art as taking
his students on an‘adventure in seeing’ Clough is committed to this philosophy in
his teaching and it is evident in his art.

The University for the Creative Arts welcomes the opportunity to collaborate with
AIP Centre, Guangzhou in supporting Clough’s Trace Engines — exhibition and
residency.

Allimages from Sketchbooks 2014 and 2015.
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Cornish Ware, detail, 1997

Sculpture for Drawing, yellow, detail, 1997

Sculpture for Drawing, blue, detail, 1997
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Sans Vitrine, 2015

A dynamism deserving
of the title ‘engine’

Trace Engines presents a body of drawings that not only
extend from Clough’s previous work but also consolidate
that work. These drawings pull together threads from a
multidimensional practice that the artist has honed over
the last twenty-five years. Those strands can be traced,
for example, to his Cornish Ware (1997), a playful
ceramic installation, and to pieces such as plasticine
Sculpture for Drawing (1997). As Clough explains, both
these earlier works present “recognised and potentially
familiar object(s) ... trapped between creation and
destruction, ... a collection of disparate objects forced to
not only inhabit the same space but, in that, to have
their physical form and identity compromised and
challenged;” a statement that seems equally applicable
to the works that comprise Trace Engines.

In fact, the threads drawn together by Trace Engines go
beyond Clough’s multidisciplinary creative practice; they
weave through the practice he has concurrently
developed as an international educator. Both aspects of
Clough’s work, the pedagogic and the creative, articulate
his position as a true celebrant of diversity and this urge
to embrace and value difference reverberates across his
most recent collection. Itis evident, for example, in the
way in which an historically and globally shared visual
language, that of blue and white ceramics, is centralised
in this body of work. Furthermore, this drive to explore
and juxtapose new territories has given Clough’s work a
consistent sense of freshness and vibrancy. The drawings
in this collection are no exception; a series of energetic
and simultaneously fragile traceries.

Each drawing offers a delicate filigree of conflicting
gestures. There are passages where these signs busily
jostle together in crowds; elsewhere they push away
from each other with all the repellence of opposing
magnets, which creates a palpable tension across the
surface of the paper. An array of such binary tensions
gives each work a dynamism deserving of the title
‘engine. This push and pull is evident, for instance, in the
way in which immediacy, chance and flux are delicately
counter-balanced by an intense attention to detail, to
meticulously plotting point, plane and line. As Clough
points out, this echoes the sense of balance between

fluidity and control found in Chinese traditions of
ink painting and drawing. In fact, Trace Engines is
fuelled by multiple references, which leaves the
work reverberating somewhere between
hard-edged Constructivist posters and Joseph
Beuys' evocative organic drawings. Like Beuys’
shamanistic imagining of possibilities beyond the
realities we think we know, Trace Engines seems to
propel us into places that do not quite exist, but
quite easily could; part schematic drawings, and
part proposals for alternative realities.

In essence, Clough's deft melding of threads and
overlaps opens up littoral spaces teaming with
possibilities and, like the shelled creatures that
generally inhabit such spaces, each of the
mesmerising ‘wunderkammer-like’ configurations
presented in these drawings seems to secrete a
unique vitrine for itself; both a means of protection
and display. Clough gives a pertinent explanation
of this when he talks of these transparent cases as
means to “historically, physically and visually place
the drawings in a sculptural context, while
concurrently challenging that placement.” In fact,
these drawings seem set on challenging ideas of
placement and containment at a fundamental
level. In the Deluzian sense, they present a series of
rhizomic surfaces, which knowingly risk
generating an overabundance of information by
foregrounding the endless ‘and’ described by
Gerald Raunig. As Anthony Huberman so
articulately points out, this makes a sophisticated
challenge to the compulsion to identify, categorise
and pin down and invites instead a questioning of
perceived certainties, a delighting in precarious
uncertainty; an invitation it is hard to refuse.

Dr Mary-lou Barratt

Clough, Gary, discussions with the author Aug-Sep 2015.
Huberman, Anthony (2007)'Naive Set Theory. In Afterall,

Issue 15, Spring Summer 2007.

Raunig, Gerald (2007) Art and Revolution. Translated by Aileen
Derieg, Cambridge, Mass.: MIT Press and Semiotext(e).



Semblance

‘the outward appearance or apparent form of something,

especially when the reality is different’

Trace Engines is a series of amalgamated drawings that on the one hand suggest
adesign or plan for something to come, and on the other seem like the residue
of something that has already been. In this, they constitute a process of
mediation where the acts and media of their creation — the drawing, tracing and
mono-printing — become iterative expressions that model an as yet unknown
object.

The images emerge from the habitual practices of drawing that artists use to
explore and process the world around them. These drawings, most often
contained within the intimate and private spaces of the sketchbook, happen
when no one is looking, they are a means to their own ends, a form of practice
that keeps the muscles of the hand, the eyes and the imagination working
together, and it is in this sense that Trace Engines constitute a speculative work
of re-imagining.

Trace Engines explore the tense relationship between the world of things and
theirimages. The drawings flatten the world of three-dimensional objects into a
diagrammatic plane of lines, shapes and shading, a practice akin to‘skinning’an
object. They are at once abstract and literal, but in bringing together the flat
outline forms suggestive of manmade objects such as airplanes, vases, buildings
and machinery, they create new and abstract contexts for the objects that
possibly inspired them.

'fj] T%(Semblance):

‘SHELMHIFRE

Oxford Dictionary of English.

In this often incongruous coming together, where big things are made small and
round things are made flat, Trace Engines play with notions of archetype. The
portrait bust, pulled from the contexts of classical sculpture to provide a
silhouette outline of the works, finds itself, perhaps ironically returned to its
museum plinth beneath a vitrine-like glass case. And yet in their openness and
their speculation, Trace Engines reject the final resolution of completion just as
they also reject any easy qualitative judgement. True to the iterative nature of
their creation, the drawings have only a fleeting clarity that sees the clean crisp
lines of their tracing bleed and blur in the act of mono-printing, the process
becoming the means through which the work undoes itself.

Gary Clough

Engine Dialogue, 2015
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