batsiice and the halanee of power of a society.
Batdessar shakes upthe familiar social lagic dmi
presents a pimws: riphic world that confronts th
unsuspecting spectator with a world, mz\de um-
mate without eriteism, of glitter and web
everyhody, The work of Johe Baldessar: imw:ti's
this way 1he foundations of our society.

Luk Lambrecht

Mark DaGLEY
Mar EsTrapa MADRID

The gaod thing about the Madrid ant galler-
ies s that each year they sulfer a different iliness.
season’s !a.’\-?'*} a7 !‘;t“! 1.‘1:’!‘[%&?}'!?‘»’:%”’3 %év one "5.
the most benign., and tnthe end. mav perhaps be
e of PrOTEss. After long
s hiere n,i%ml!._\ dared show the work ofa
foreign arust--they weren't oven knowin-awe
aow reached a point where it's impossible
tovisit the exhibition of afocal artist. not for love
nor for money. 1 is not o particularly serious
epidemie, and except {or a lew isolated ¢
purely arrificial eperations, founded on the easi-
est ind most cammonplace hil parade of best-
sellers, as was the Condo-Barcelo-Schnabel set-
up an the Sokdad Lorenzo. the accomplisl
effort compensates for the created expeciations.
And thus, the gallery season-starters, like at
Fucares, Maontenegro. Morlarty or Judna de
Airpury,

Mar Estrada s a gallery that, in the san
way as the Mazrga Paz. the 537, or the Maguing
Espanola; was created with an uncomplexed
internationabist disposition, although more fak
tering in s program than the previous men-
toned spaces. Alter an exapperatedly carglu
exhibition of Ceccobelli to open the gallery, this
second exhibiton presents, with an undisputi-
ble and almoest shocking professionality for this
country, recent works by Mark Dagley under
the  com Hon epigraph - of - “descriptions of
sament:

) %m)‘ are works that fall backward--and his
to the relapse ® corrett, with a froshness
that Gertrude Stein would envy: “They frame

widered asa Symp

have

Tesgt

nothing . the painting us frime s pamting,”
onto his most well-knows formulas, withia peo-
geo, and in the explicit inheritance of the past-
minimal and shaped canvas traditions, In e
cably brilliant surfaces of smooth hues, steongly
decorative, that at the same time pretend 1o
specutate with the intention of radicalizin g, re-
ferring 1o the caiculated ambigmt} that they
denonstrate w5 obiects, as specific objects. 1o
quoty, in this case. the entirely necessary Judd.

MARK DAGLEY, CLOSED SOUND SYSTEM, 15988
MIXED MEDIA, 895 x §5.5 % 15 O™

Hiy distancing from the wall and at the same
time his treatment of the susfaces take them
further away from mere painting and bring them
closer to the territory of s¢ u!plum But Dagley
does not simply stop there: s Joudspeakers
that evoke Kienholz this time ~add the restiess
uneasiness that his perverse approach Lo reality
produces, from pure form, {ram the emptying of
all content and function. In these, *Closed Cir
cuit Sound Systems.” as in the p.rimmp the
only thing that is heard is the exquisite and
ambigtous silence that the laboratories of the
postminimal experimentation of New York 'S
art have been broadeasting, somaewhers between
a mute hostiity, an evident gesieral incompre-
hension, and an casy. but doubtlessly deserved
SUCEESS.

Jose Luis Brea

(Translated frony Spaiish by Cheisiivia Word)

CHaARO Prapas
CIENTO. BARCELONA

Charo Praday’s painting, between paimting's
development in the "80s and the obsessive interest
inseecalled voungart, is one of the most peeutiar
oeuvres in recent Spanish art. Despite her not
very long career, the singularity of her proposal
has characterized her since her beginnings: a sort
of particular, higurative art, very little related to
thie now despised, '80s neo-figuration which, ina
quiet, specific way deals with the material surface

CHARD PRADAS, SERPIENTE, 958
MEXED: MEDIA ON CANVAS, 100 » 2006 CM

of the picture based onthe use of color as supges-
tion and hint,

Her two most characteristic features in the
works on paperand the paintings are:a singular
repertoire with an animalist source-sarcastical-
ty und ironically indeed-—-and an asmosphere
were the images seem L0 acouire 2 strange life of
their own. E’mdawmngc@: are mysterious rather
than defined, Her icobography comes from the
realm of animals, but their presence is treated
and valued aécording to their wconicand motf
character, which are often the virtual center of
the picture. 1t seems doubtiul that the recovery
of motif, value, and sense of the image s directly
related Lo the times, for the recovery of painting
nd s sources throughout the "80s. However,
with Pradas we have a strong valuation on the
images which come from a peculiar weltan-
sehoutimg, and froma particular point of view of
things and painting itself and this special value
liberates them from any exiernal reference,

When we analyze what Pradas presents as
the central xubjcu of her pietures, there are
always a few emblematic elements. They are
aften related to a Kind of circle-cve-sun image as
a polyvalent zone, Such a nocleus servds the
artist to organize her work and at the same time
to show & “convex” view of reatity, There are
other elements implicated in this reality. which
offer simultaneous, different views in the same
work. All of these elements have their basiyin an
atmosphere which seems to be a part of both
two and three dimensions, but these elements
are never excessively ex plicit.

This exhibition shows the way the artist can
produce a painting of a very particular status
through the treatment of images and the use of
color based on transparencies, hints, and sugges-
tions of the hidden.

Pradas's work has alwavs been difficult o
classify. As a pant of the common arena, of
tendencies in recent Western art, Pradas places
her work in a rich no man's land. And this
particular quality involves some very rare values
today: that painting—representational or pot---
15 1ot a meaning buta passape; that essence must
prevail over technigue; and fnally, that those
who seek find.

Manet Clot
(Transtated from Caralan by Rafael Montagid)
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