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alk about being way off.

I'm walking the periphery
of the big white cave that is
Artcore Gallery in Toronto

with painter Hans Broek, whose
lushly worked oil paintings on
linen make up Fiction to Fiction,
the first exhibition in Canada for
this Mew York-based Dutch paint-
er. Some of Broek's paintings are
portraits, but most of them, the
most ambitious of them anyhow,
are paintings of interiors, usually
with artendant groups of ligures.
We stop in front of what strikes
me as a particularly winning one
# brown, cream and brick-red
genre painting that strikes me as
decidedly warm and therefore in
viting, [ admire it “Where do you
think this is from?” Broek asks me
— for he invariably bases his paing-
ings either on previous paintings,
or on photographs or film stills. We
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this apparently cozy portrayal of a
woman bathing a small boy ina
cistern,.-Qh, Ldont know,” [ tell
him, “Vuillard?" Broek laughs. "It’s
from Prer Paolo Pasolini's 1969
film, Merdea,” he tells me gleefully,
The worman is Maria Callas, *This
is the scene where she's bathing
her children just betore she mur-
ders them!”

Vuillard indeed,

Broek is a difficult painter to ca
egorize, for the simple reason that
he works in areas that are now es-
sentially forsaken by advanced art-
ists — interiors and portraits. Fuor-
thermore, his portraits are of sub-
jects pretty well covered the first
time: heads after Velasquez and
Goya ("I wanted to see how they
I'II:I]'IEIgl'd. i l.;l'| SOIme hlll'll:l]l”:.'
out of paint”™), imaginary portraits
of Hamlers Ophelia and of Natasha
Hostova from Wer and Peace,
close-up portraits of actors from
Stanley Kubrick's ilm Spartacus,
and tense group moments from
Kubrick's big-budget, soft-core film
orgy, Eves Wide Shuer (clearly Ku-
brick is a rich resource for Broek),
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I suppose vou could argue,
therefore, that the anist’s selective
sojourn within history is some kind
of retreat from the concerns of
contemporary painting. In the long
run, however, that would be a diffi-
cult argument to make, mostly be-
cause of Broek's superlative, deft
but authoritative paint-handling
— which is still a valid concern to
painters, He can be very brushy
and approximate. He often limits
his palette to a couple of colowrs —
to the point where his |:a1|I “fin-
ished" p 1|n ings still look like

sketches,

11
AL AL

tive paintings so ahsi r-u"h ..1.|[ if

| you get close to them, the figura-

tive elements dissolve into a welter
of rapid, frenetic brushstrokes that
become, at a certain intimate dis-
tance, the real stuff of the painting
itselll At this stage of postmodern-
ist history, this may well be a mat-
ter of painting's cunning critique of
itself. But whether Broek's paint
ings are guileless or informed (1'd
gowith the latter], paint is what
thev're about

B SATURDAY,

2007

R13

FEBRUARY 3,

REVIEW

I Hans Broek's Medea is based on an image from Pasolini's 1969 film starring Maria Callas.

Look at Medea. The fragrance of
Pasalini'’s film — and of Callas's
magnetic, fecal performance — is
still there, But so are a hundred
passages of "pure” painting. That
vertical margin of feathery pig-
menit running up and down the
right side of Medea, for example, is
premium ClyiTord Stll, the braw-
Iim:.-'tuwrjq.d.u_“mumr painter”
whose slag-heap paintings of the
forties and fifties were so murder
oushy forceful. The allusion to Still
may nol be deliberate, But it'sa
portion of Broek’s inheritance, and
he has vigorously taken what he
needs of it Which is the kind of
thing that happens everywhere in
his work.



