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ABOUTTHE ARTISTS

London’s Alexis Harding has been exhibiting his unusual paintings and sculptures . Fri = 3 .m to 9 p.m. Closed ]
extensively throughout Ireland, GreatiBritain and Europe since the mid-1990s. His first
solo show, at Galerij S65 in Aalst, Belgium in 1997, preceded solos at London’s Andrew
Mummery Gallery and Dublin’s Rubicon Gallery. The Mummery and the Rubicon continue
to represent Harding; Georgia Scherman Projects represents him in Toronto. In 1995,
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he graduated from Goldsmiths, University of London. In 2007, he participated in Robert
Linsley’s program for New Research in Abstraction. This show is his first in Canada.

For well over 15 years, Toronto’s Nestor Kriiger has been showing a wide range of
work in diverse media nationally and internationally. Since graduati

1989 with an Honours AOCA in Fine Art, he has had solo sh S

the Chinati Foundation in Texas and the Natlonal Galle r

Melntosh, he participated during the mid-1990s4

Disorders. He teaches at the University of Guelp

goodwater gallery.

Educated at York University and the Chelsea College rt & Design, Elizal
MelIntosh has exhibited her uncompromising abstral inting in solo and;

shows throughout Canada, the United State A decade ago, as
Painting Disorders, she participated in ani ation of painting e a o
relevance, an investigation that still inform - She lives in Vancg '

she teaches at the Emily Carr University of sign. Diaz Contemporat
herin Toronto; in Vancouver, she’s represe lanket Contemporary

W .
Worllking from the slogan “Painting a better r you,” Daniel Raedek ' I o St e S I st a n C e

thesynergies and differences between art and cohmerce by painstakingly r
handmade objects from digital images. Educated at Southern Illinois Unive
Raedeke lives in St. Louis, where he is represented by Bruno David Gallery,

exhibited widely throughout the United States. As with Alexis Harding, this
firstin Canada.
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The idea in question was modernism, Greenberg’s n his obscurity intensifies when we recall that, forty years ago,

inside Clark’s book shows his title’s conclusiveness inism saw hard-edge abstraction as somewhere between

phrase “farewell to an idea” comes from Wallace St f-deception and conspiracy. (Judy Chicago cites this

It appears there three times, but Clark quotes its 2 zation as a spark for her conversion to a feminist artist.")

00K’s epigram: “Farewell to an idea...The cancel s these pictures offer transcendence with one hand but pull

is is revisiting, not rejecting, and Clark fashion with the other, invite us near yet resist our embrace.

\ to separate modernism’s constants from its vari
Raedeke does something similar, while holding his

Perhaps one key constant is that art paradoxica ]

oser to his chest. Featuring bright colours and smooth,
context — to be autonomous. It embraces one to e

forms, Raedeke’s works look like he made them

(courtesy the artist and Bruno David Gallery).

viewer colluded against context, seeking to transcend time ai puter and a rapid prototyping machine — like

‘to an unmediated aesthetic experience. Hence Frank Stella’s su

to entertainment’s world of instant, shallow
In fact, they’re the opposite. Freestand (2003),

s made of cast latex paint, a painstaking medium

e aﬁyone to get out of my paintings, and all I ever get out of them, is th

see the whole idea without any confusion. What you see is what you se

sto dry. Raedeke’s forms look into art’s future

Today, however — and I suspect this is a key variable — art embra

cation to paint looks into its past, as Ivy Cooper

eschewing the viewer. Indirectly at least, Clark’s comme

an odd utopianism that tries to imagine a role

marking Clark’s shift from rejecting Greenberg to engaging wit

ainting in today’s world.'

no doubt springs from a sense that the imagination has succumbi

Daniel Raedeke, Freestand, 2003, enamel on MDF and laminated foam, 78” by 156” by 72”

administration that it sought to evade.

hat painting is — and is for — has circulated
ps centuries. But, as Martin Holman

of the 1980s the pure idealism that was

n Wall had already fallen and a decade was
abstraction had fully reasserted itself,

The quickening convergence of art’s visual language with that of ente

colours, flashing lights, cartoon shapes, outsized productions — typ

Thus, art’s longstanding flight from entertainment now involv

out of a concern that life is more fully commodified in the twenty-fi

d reinvigorated.” This redefinition means

was in the twentieth.

e materials and moves had different

s 20 or 40 years ago than they do now.

So, Elizabeth McIntosh’s paintings don’t merely replay 1960s abstractio
observes, Alexis Harding’s art doesn’t

they do that very well. For one thing, the musings they compel about whet

painterly syntax can be current again obscure the clarity that Stella sought. 3 even though a description of it — abstract

onto surfaces laid on the floor — sounds

n and repulsion that he occasionally shares

dear charles reeve, future simultaneously by enacting painting’s

1g to see if it can last a bit longer. Perhaps
.l sallery earlier this year, which obliquely

thank you for ya
that sounds velér

e i say nice be e Hi ounds very ﬁmny-to m(; l . T 1ro ugh old invitations and mailers, Kriiger’s
and i don’t know why i shouldn’t like to participate in a project like that. ' nly two years old, already might be crumbling,
gus.

-Michael Krebber, January 27, 2006 . i
fcIntosh and Raedeke — Raedeke’s work looks

‘--_ of the Jetsons — nor the collapsing forms

‘,n hen, this art is not about adding up. It’s about

o the gallery’s inaugural exhibit when Rirkrit stymied
i

_;__ nue shut for four months.

If 'm honest — and why not be — I'd admit that I’'ve been pondering this show since

1999. That’s when two books announced an art world realignment, part return of an old P

ot

principle, part birth of a new one: the ideal (if not reality) of art’s autonomy. i eedtoparticipate,
The return came in the form of Homemade Esthetics, Clement Greenberg’s posthumous

collection of essays and lectures replaying — with the original intransigence, despite

fifteen years of exile — his arguments linking taste, objectivity and intuition.* Renewed o "
interest in Greenberg had been bubbling for a while, but the publication that same year -
of T.J. Clark’s Farewell to an Idea underscored this resurgence.*< ' : . O e ':_" "!' & :{;EO'ITIPO“’-W?- i
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ENDNOTES

* Clement Greenberg, Homemade Esthetics: observations on art and taste. (New York: Oxford
University Press, 1999.
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