®)
Z

)-0D

O

AN

©)

(

)

—
Y
=

rude Kearns

Abstract Works - 1
A

Gert




The Drawers - Headbones Gallery

Contemporary Drawing, Sculpture and Works on Paper

Gertrude Kearns

Abstract Works
1989-1992

September 8 - November 1, 2007

Commentaries by Peter Goddard & Julie Oakes



Artist Catalog, ‘Selection of Abstracts 1989-1992 - Gertrude Kearns’
Copyright © 2007, Headbones Gallery

This catalog was created for the exhibition titled “Abstract (B&W) & Abstract (Colour)”
at Headbones Gallery, The Drawers, Toronto, Canada, September 8 - November 1, 2007

Commentary by Peter Goddard
Copyright © 2007, Peter Goddard

Commentary by Julie Oakes
Copyright © 2007, Julie Oakes

Artwork Copyright © 1989-1992, Gertrude Kearns
Photo Credits © Cylla von Tiedemann, Elaine Kilburn & Toronto Image Works

Rich Fog Micro Publishing, printed in Toronto, 2007
Layout and Design, Richard Fogarty

All rights reserved. No part of this work may be reproduced or transmitted in any form or by any means,
electronic or mechanical, including photocopying and recording, or by any information storage or retrieval
system, except as may be expressly permitted by the 1976 copyright act or in writing from Headbones
Gallery. Requests for permission to use these images should be addressed in writing to Gertrude Kearns, c/o
Headbones Gallery.  www.headbonesgallery.com

ISBN 978-0-9782458-6-3

RICH FOG
B g

5,

Micro Publishing
Toronto Canada



Gertrude Kearns - Abstract Works 1989-1992

We're talking about men's eyes. Cop's eyes. Killer's eyes. Of putting a face on bravery or
violence. Gertrude Kearns has just returned from visiting an army camp and remembers looking into
those sort of eyes there. "It's the state of mind of the warrior," she reflects. "There's a flatness to it.
The challenge to me is not to lose myself in it and congruently not to forget it.”

"Abstract Works 1989-1992" was completed during the first Gulf War brought to us by Bush I,
setting the stage for the great Middle East meltdown conjured up by Bush Il in more recent years.
The group of work - or rather, groups - will no doubt come to be seen in terms of the artist's
subsequent travels across the psychotic states of 20" century genocide both far
("UNdone:Dallaire/Rwanda") and near ("United States of Being: the John Bentley Mays Portraits.").
The past is inevitably re-invented to suit the present.

Thus the recurring image of the hacksaw in "Saw Series" and "Conflict Group" is to be imbued
with an ethos of aggression and/or regression. Discipline, self-discipline and control were very
much on the artist's mind here as she was beginning to marshal her forces for the more overtly,
militaristic "minds of might" work to follow more than a decade later. However | do also find in the
fluid, softening lines, as well as even the somewhat anthropomorphic rendering of the handles -
leading one to think of later Philip Guston - Kearns was also conjuring up more benign, familiar
associations that go with granddad's basement workbench rather than those more in line with Texas
Chainsaw Massacrelll.

An aside - or maybe not. Kearns's musical background pays us a visit in the cacophony of
Repercussions (1992) and the more contrapuntal Here There (1989) -a pianist she's played a lot of
Bach in her time and in the '50s album cover cool of The Apartments (1992), a work that would not
be out of place along side something from Ulf Puder and the New Leipzig School.

The artist herself believes that much of her work in the early "90s pre-figured her subsequent
militaristically inflected work. In her way - typically, with an admirable aversion to current fashion -
Kearns builds on one aspect of critic Clement Greenberg's conflation of masculinity, abstraction,
surface and flatness. Yet it's not for the gender biased, quasi-nationalistic reasons in Greenberg's
mind but as her way of intellectually embracing and aesthetically embodying the heroic ideal
inherent in the warrior mentality that she would visit later. Like true grit, absolute flatness is
impossible to obtain due to the play of colours in a work, however minimal, and the feelings they
inevitably generate. Yet Kearns's allusion to absolute flatness - the surface on the surface sense you
find with Yellow Black #1 and Yellow Black #2 (both 1991) - is her way to approach idealism's
unyielding potential in times fractured by ever fluctuating emotional stress.

And indeed a closer inspection of "Abstract Works 1989-1992" allows a better understanding
of the emotional and intellectual depths we must fathom with Kearns's later images of men at war -
at war with themselves, as often as not. With them Kearns is directly looking at the warrior's way of
putting a face on the ideal self - of embodying the idea of virtu in the sense the word was used in the
Renaissance.

Peter Goddard, Visual Arts Columnist, Toronto Star - August, 2007



Here There - 36 x 36 inches - charcoal on paper - 1989



#6, Saw Series - 50 x 38 inches - oil/charcoal on paper - 1990



Wall’s Edge, Saw Series - 40 x 33 inches - oil/charcoal on paper - 1990



Progress #4, Saw Series - 79 x 66 inches - oil/charcoal on paper - 1990
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Grief #9, Saw Series - 50 x 38 inches - oil/charcoal on paper - 1990



Grief #10, Saw Series - 50 x 38 inches - oil/charcoal on paper - 1990



Repercussions - 77 x 44 inches - oil/charcoal on paper - 1992



