


Deep South these formidable bodies of water became major influences. They
are vessels in themselves; living breathing masses, facilitating life. They feed,
and like human vessels, they can become poisoned, polluted, and frail, yet still

they flow on.

My Outside Ribs marks a definite
change in color scheme when compared to
the prints that represent the earlier stages of
my life. The muddy waters, rich red dirt, and
bright flora make appearances in my palette
of inks. The 44” by 60” steel plate is wiped a
la poupée in swamp-water sepia; a deep
aqua blue tone invades the brown marshes
as the rib cage meets the Gulf Ocean. An

Fig.6 inner light emerges from the center of the
vessel created through the use of an under
Figure 6- My Outside Ribs printed layer of monotyped wood grain. The
bow/sternum delineates the top end of the print, the paper itself shaped like a

church apse, reinforcing the concept of body as vessel, or Anatman®.

To Carry

The function of a vessel is to hold, to contain, and to carry. Mammals
have what many consider the distinct privilege and at times a unique fear of

becoming host bodies. As a woman | am designed by nature to carry children. |

8 Anatman in Sanskrit is the Buddhist idea of non-self, that the mind is self-contained and not
affected by outside sources.
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am told that this role is considered a blessing and an event to be celebrated; yet |
regard the prospect of this experience with reservation and fear. My fear of
procreation and birth came with the realization of what may be passed on

through my genes.

To Carry depicts two distinctly
different feelings about the process
of procreation. The abstract organic
vessels in the upper portion of the
print are a cooler mirroring of the
scientific process of reproduction,
while the basket below is a warmer,
more emotional response, but still
empty. The two areas of the print are

visually and conceptually separated

by color and form, creating a vertical Figure 7- To Carry

diptych. Similar to My Outside Ribs, the large egg shaped wicker basket is lit
from within; a subtle yellow light tone creeps up the edges of the wicker pattern.
Although the plate is wiped in dark black ink, foretelling a truth in my life, it

simultaneously represents hope.
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CHAPTER 3: FORWARD MOVEMENT

“I was afraid of the dead, as was everyone | knew. We
were afraid of the dead because we never could tell when
they might show up again. Sometimes they showed up in
a dream, but that wasn’t so bad, because they usually
only brought a warning, and in any case you wake up
from a dream.”

-Jamaica Kincaid, “Annie John”®

Mollusks: Samtana

At low tide on the Mississippi gulf shore, large, spiraling concrete tunnels
emerge from the sand. Surrounded by pink moon jellyfish, | stared into them
from the ripple-patterned beach. They led to nowhere. They trickled out water.
The outside surface was covered in pink
and black shelled sea life. | could see
only where the tunnel began. There is
no way to know where it ends. My
tunnels are an attempt to find the end
point. To find it safely. | am unsure the
end point is physical. If it is a mental,
emotional, or spiritual end point | am

searching for, or searching through, then

Figure 8- Mollusks: Samtana

® Jamaica Kincaid. “Annie John”, PG 4. Annie John's preoccupation with death is just one of
many wedges that are driven between her and her mother’s relationship. Becoming a young
adult is increasingly difficult for Annie as her mother pushes her away, asserting both of their
independence.
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it is a journey for the Anatman'®.

The Samtana is what Buddhists describe as a stream of consciousness.
The tube/tunnel that sits on top of the oversized mollusk forms is a perfect
physical manifestation of what | imagine the Samtana to be. Like the spiraling
tunnels pushing through the sand to the Gulf, | believe they are a channel to a
place, full of life, surrounded by life, a vessel that connects. The mollusks
themselves are vessels too, perfectly shaped to hold and be held; they mirror the
shape of cupped human hands, (hands holding water, hands in prayer, hands

held in an expression of love).

Ground Boat II: The Harbinger

Many cultures and religions have different myths of what defines a
harbinger. Dark, wailing, and ghostly personages often represent these signals
of impending future events. The ghost ship is the harbinger of death for many a
sailor, but to me it also has
overt connotations of hauntings
and ghost stories. My
harbinger is the grounded
vessel. It appeared all too real
in my early life, as represented

in the early print, Ground boat

Figure 9- Ground Boat II: The Harbinger

1% The Anatman is used here to mean the non-physical self, in Sanskrit.
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I: Wreck of the Windwalker. One day each one of us will die. We will become
one with the earth. The horizontally composed print is imagistically divided. On
the left side of The Harbinger a small fishing boat is pictured, wrecked and
grounded in a lake in Louisiana. On the right side is pictured a double ended

shovel. This is my symbol of the inevitability of death.

The Voyage of Marie

This animated video relates the story of a child’s growth and relationship
to her small family, (my growth, my family), in regards to her experiences with the
water. The ten-minute piece is more playful and narrative than its companion
printed works. The Voyage of Marie is my story, but told from a third person
perspective, from a sometimes ironic, bird’s eye view. The cast of characters
ranges from the girl’s brother permanently dressed in his Halloween costume, to
an aggressive and antagonistic bird-plant creature. Itis filmed in hi-def video,
uses print media and
digitally reproduced
photographs, as well as

animation, and is
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projected on steel

plates. The steel

plates serve as more , , ,
Figure 10- Still from The Voyage of Marie

than just a screen on which to view the short film; their presence behind the

video projection reinforces its history and process. Printmaking is historically
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considered a two-dimensional medium, when in reality, the surface of a print can
be very topographic; the embossed lines of an intaglio visible to the naked eye,
and the raised ink surface of a relief. The two-dimensionality of the projected
video image overshadows the flatness of the print, and the quality of the printed

surface is emphasized.

The use of prints
and video as a hybrid
format frays the lines of
medium specificity, and

creates a visual presence

larger than the sum of its

Figure 11- Still from The Voyage of Marie

parts. The ink and plate of the archival and antiquated printmaking process are
married within the era of pixel and light. Like the passage of time between birth
and death, the work also creates a connection between traditional printmaking

and new digital methods.
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CONCLUSION

As | stared into the vast waters of the Gulf, | became increasingly aware of
the sand under my feet, the brackish smell in the wind, and the life systems
surrounding me. The Pink Moon Jellyfish at my feet, once alive and blooming
with translucent tentacles, conceded to die on the beach, rather than fight the

tide.

| feared death intensely at that moment. | could not imagine a life without
consciousness, without breathing, without water and sun and breath and love.
The willingness of the jellyfish to accept what was to be is still a mystery to me.
My work changed that day; gray and dead as it seemed, the Gulf Shore still in

hibernation.

My work in Vessel Manifest came to terms with the necessity of conveying
corporeal and metaphysical concepts in a universal language, of overcoming the
fear of the gray landscape that lay before me on the seashore. | was looking for
explanation, for definitions, and for certainty. In the development of my personal
artistic lexicon | found clarity in the face of complex philosophies of memory and
existence. The narrative created by viewing the pieces of Vessel Manifest
should give the viewer a sense of travel through memory, from the life of a child

to the possibilities of the after-life experience.
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VITA

Jessie Hornbrook grew up on the Lakeshore of Western Michigan. She
received her Bachelor of Fine Arts from Central Michigan University with
concentrations in printmaking, drawing, and painting. Since moving to Louisiana,
Jessie has found she is a Southerner at heart. After she has been awarded the
degree of Master of Fine Arts from Louisiana State University she intends to buy

a sailboat, continue to print, and settle in the south.
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