


~ sporadically trace its edges. It’s difficult to parse t’h'e'attribUtes'Of o
~this painting that have been directly copied from Henri Matisse’s
~ Standing Nude (1947) —the referent for this fragment -from those
symptomatrc of the techmcal means by Wthh the fragment has
~ been moved from the picture book into the painting. Here and there
~ the boundaries between shape and ground switch from decrsrve
~ and palpable to broken and irregular, suggestlng the glitchy
. v,;’j,v;“edges of objects transmltted through green soreen technology

o ’v,meanrng unfolds in a sequence of movements set in motion by

That is the way that the frrst group of parntrngs Iooks Therr

- k;‘,’,those Iooks and overlapprng those looks, but not neoessarrly
~ concomitant with them in time. Their strangeness seems to.
~ issue from their equrvooal nature—how they appear to be half .
~ constituted within the picture—and the way they occupy a medral‘; -
~ position; between a testing of the most reduced form in which
 apainting can still be called a painting, on the one hand,and2a
~ tradition of lyrrcnsm and immersion on the other.? At this pornt rn . m exploratlon of the formal fimitations of

o the encounter, it seems instructive to dwell on the lightspeed at ,v‘v,*,‘;,v;,‘g?';;‘;g”u% §:,zgjggfzﬁ§'3;f;$§f;t:{,;;:;g:;;l;’”‘
~which strangeness forms in the mind as something essentially ~ MaryHeilmann, both of whom have influenced |

 MclIntosh’s work: It is also the central theme of Sy

o Other——to beauty or grace-rather than a positively charged fOFCeQY',: _ anexhibition called “Persian Rose, Chartreuse

| "'*“f‘v,{Next in a fast dialectical movement, that highly conditioned reﬂex_v | Muse, Vancouver Grey: (2014), curated by Mma

 isshort- orrcurted by the stubborn presence of composition, in
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~ the conscientious frontal placement of the fragments within thelr'v“vf;‘f:fi'; o
~ rectangles, and craft, in the evident care taken in their renderrng,f:‘f{*:l‘31[,'f_,] -
~ theyarenot rnterpretatrons but verbatim facsimiles of details,
. *’fi,v':‘,vvmaybe even trrvralrtres from the corners of Modern parntrngs

Topology rs a freld of mathematlcs that ooncentrates on

. va'v‘fthe redistribution and reorganization of equal volumes through‘f*” "

 processes like stretching and bend

~ glueing. When, in this show, we see
. [;‘,{‘rnterspersed amongst the larger on
~_moving between disparate formats.
~ the constituent elements of the firs
~ tobe made of the same protorlal matte
~ the obvious material sense, of pigment
 syntax: hues, the quality of edges, the confider
~ shapes.Inthe smaller paintings, colour, shape an
L },jqurckly deployed without referenoe 1t’s not easy 1

~ these paintings. They don’t seem interested in ¢
~_mores. Sometimes their contents appear to drift ir
 outside the frame. Other times they draw inward, i
~ overlapping moves; shapes cut out of linensitine
~ those made of oil parnt In these ways, the parntrn'
~ away from accomplishment and towards thought.
. vividy residue from a catch-net that apprehends visu
an amoebro stege before they jell |nto assrmvrlable in

v_’fj;drslocatron and recreation, historical pictures |
~again.In a second sense, however, they show
~ disappearing. In comparison to the carefully r
~ the larger paintings from which they have bec

, ,v,v'jjj,only through a memorial fog. Picture the clari
 anunearthed ceramic shard in relation to the fi

~ of archaic conviviality it provokes. In this way,
~ empirical proof of history while srmultaneously
~ that make them hrstorrcal Cruorally, these new
~ negation and expansion: the shrewd nullificatic
~_models for making art and its opposite—unthin
~ Her modalrty is somethmg other than the yearning
 perfect compositions and hegemonic contribu
~ Here, the simultaneous action of selection and
~ athird action, which is to put the fragments int

the now and as new edltrons rn a long chaln ofg

,as opposed to cutting a
of smaller pemtln ;

In the Iarger fragment parntmgs through

~ between roles: as active, aesthetic things to be ex

opies.* 4 In referenoe tothe srgnlﬁcance of Henn - o :
oo Matisse’s and Pablo Picasso’s mimicking of
hguratron in'Iberian and African sculpture to the

development of their syntaxes G o



