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In Chris Martin's painniag fox Piloss Boge Up fo Greet the Direw—
Canvinid Hmninl!' vt Mormng!, lﬂ'ﬂ?-lﬂﬂ'ﬂ, the six Pl:llm—
appended o a capvas in two rows of three—appear to have had a
rough night indeed, Bur, per the title, they are nevertheless jaanty in
their thick coatings of blue, white, pink, or yellow pigment, cheerfully
registering all the depravicies of facmare char may ooour when oil paint
i slarhered onto suffed-cotton convexitics. The paint is scabby and
wcrofubouns in some places, rippled with mazelke whorks in others, while
the seceeons that are smooth have a strangely plasticine apprarance,
Mext 1o Six Pilloers, in this recent show, was an untitled 2010 painting

by Joe Bradley: a monumental vertical rectangle of priviine, unprimed
canvas, framed by plain wooden sirips that had been painted a dull
dark brown, In the pan’s dual exhibiiion, Marins eclectic exceises
played off Bradley’s hievatic retsconce in 2 sustaimed, encrgized volley.

Martin's cight paintings could almost have been created by eighe
different people, albeit cighe people with a shared interest in Free-
wheeling bricolage and aptical leperdemain, Big Glitrer Painting,
2009=110, with its hedgerow of effulgent oval pods o rall red sealks,
maght be a Verasian natwre study. In Hesdock, 2000, his rendering of
rwo shadowy evergreens evokes Bob Ross's happy-listle-trees vech-
nigque——Fan-brush crescents stacked one atop the other—but Martin,
by blowing the image up to enoomous siee, allows the work to retain
the Romantic digneey thar should atend its subjecr, The gaudily poly-
cheroarse: Uierénled, 2004, loes somewhere betwesn a Victor Vasarely and
an aged carnival signg it featares 3 spindly seven-pointed star with
beveled spokes that appear volamiciric but are in face flar, while
painted-over Styrofoam disks appear flar ar first but are in fast volu-
metric. The grayish-beige Last Oprical [lusion of 2009, 2006-2009,
Features a small black dot within a double wreath of oval forms, A
legemd running along the bottom edge reads CYCLOPS: STARE AT THE
BLACK DOT WHILE MOYING BACK AND FORTI.

Bradiey, meanwhile, works within a severely imited repertoare of
foem and material, exploring the possible permutations of recilingar
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plames, unprimed or brown-painted canvas, and brown-painted  ese, 109% s 780"

wisden frames. If his eaelics, beighaly colored

shaped canvaies appeared vaguely anthropo-
morphic, evoking clunky Construcrivise tin
mem, his newer work i similacly schema-
tized. Bur rarher than the human form, ir
schematizes itclf. In addinon to the blank
canvas mentioned sbove, anorther untitled
paiating, too, features a blank canvas bor-
dered by brown-painted woosl, This apphi-
cation of chromatecally redundant pigment
is the single painteely pestuse—rhe work is
not s0 much about its own edge as abouwt
Bradley’s assertion, or confirmation, of thar
eedie. !‘-nmhhpdmun—upnd:-dwn
T shapes in varying
larly, to assert their own shape, and n-nlﬁm;
meore, I's as if each painting aspires o have
only a singhe property—edge, or shape, or the
of & woven surface, of the teasion
of taut, stretched fabric=—at if the veridical
natuie of painting can only be confirmed by
testing cach component, Something im the
work's unerly deadpan addeess, howeves,
sugreses char Bradley lovows Tall well that there is something absurd in
this mcthodology—sino, after all, no objoct can podsess edge withowt
shape, shape withous surface, erc,

s considering Martin and i worka together, it seemis uselul
to invoke the pobes of Robert Rauschenberg's pracrice=Combines
and “White Paintings.™ In the frsg, paiviing ballsons bampily ingo the
wulptural Aedd, like 3 popoorn kerned pushed outward by 2 buildup of
thermal encrgys in the second, painting withdraws, gathers itself to
igself, leaves the shadows playing across it surface to whisper about
the fungibility of perceprion. These two poles are not opposed: both
approach painting's paradoges via a wry ¢plstemology grownded in
material. Mot such strange bedfellows, Bradley and Marfin tuggess
why painting’s conssantly <ited “end™ may also be understond a5 3

perpetual marming.
—Elicalreth Sehbmbelan




